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EDITOR'S FOREWORD 



Tms treatise on counterpoint had its inception in the counterpoint elasses conducted 
by Arnold Schoenberg at the University of California, beginning in 1936. For these 
elasses, in which it was my good fortune to participate, first as a student and later as 
Schoenberg's assistant, Schoenberg pro vided numerous examples illustratingall aspeets 
of counterpoint, from the simplest treatment of the species to chórale prelude and fugue. 
Some of the examples were prepared specifically in advance of class meetings, but 
many more, in accordance with Schoenberg's usual pedagogical custom, were 
improvised on the spot in the classroom to ¡Ilústrate special points as they oceurred. 

Schoenberg always liked to describe his method of working in the class as ' pro- 
ceeding systematically ', that is, trying every possible solution in turn. In the first 
species of counterpoint, for example, he systematically treated each note of the 
cantusfirmus with every possible consonance — prime, octave, perfect fifth, third, and 
sixth — proceeding measure by measure while discussing the advantages and short- 
comings of each combination. This procedure may be observed in its application 
in several instances in this text: see, for example, under Comment on Examples in 
Two Voices, First Species (p. 14), in Exs. 11 and 12, Ex. 21, and Ex. 27. Such a 
procedure does not have as its goal, as in many textbooks, the production of one or 
two " perfect ' examples according to certain aesthetic or stylistic considerations, but 
has the more practical aim of encouraging the student to discover for himself 
every possible solution or consideration of a given problem within ever-widening 
limits. It so happens that this exhaustive study of all possible means often pro- 
duces situations where the student either meets a dead end and has to start all over 
again, or is torced to discover for himself ingenious solutions that otherwise might 
escape his attention. The ultímate result of this method is the acquisition of a 
discipline which enables the student to analyse thoroughly all problems that might 
arise, and gain possession of a sure technique which will make it possible for him to 
find solutions for most of these problems. 

Such a didactic procedure is actually the outgrowth of several preoeding works of 
Schoenberg, particularly the Harr.ionielehre (Universal- Edition, 1911; English edition, 
Theory of Harmony, Philosophical Library, 1948) and Models for Beginners in Com- 
position (G. Schirmer, Inc., 1942). In the former work Schoenberg examines all 
possible combinations of chords and progressions, proceeding systematically and 
exhaustively, in order to find out what is feasible, what is less useful, and even what 
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PART I 

SIMPLE COUNTERPOINT IN TWO VOICES 

THE FIVE SPECIES IN MAJOR 

I 

FIRST SPECIES 



Addilion ofan upper or íower voice to agiven voice, called /Aecantus firmus 
(CF), which wíll always consist of whole notes in ihis book. 



RULES AND ADVICE: INTERVALS, CONSONANCES, AND DISSONANCES 

§ 1. To every tone of the cantus firmas (CF) there shall be added a consonant tone. 
Addition of consonant tones is only restricted by the requirements of correct voice 
leading. 

§2. The following relations between two tones are consonances (or consonant 
intervals) : 

(a) 1 , the prime— this is not an interval, because both voices sing or play the same 
tone: 



(b) 8, the octave — either above or below a tone : 



(t) 5, the fifth — which must be a perfect one — either above or below a tone: 



Pagc of the.draft for Prellminary Exerclses in Counterpoint (see pp. 96-97) 



m 



2 SIMPLE COUNTERPOINT IN TWO VOICES 

and so not the diminished fifth (-5) which is a dissonance: 



(d) 3, the third— major or minor, either above or below a tone: 



(é?) 6, the sixth— major or minor, either above or below a tone: 





§ 3. In the first species no dissonant interval shall be used. The treatment of the 
dissonance will be discussed later. 

The following relations between two tones are dissonances: 

(a) 2, the second— either above or below a tone: 



(b) 7, the seventh— either above or below a tone: 



us an 



id) 4, the fourth— either above or below a tone (the fourth is an imperfect con- 
sonance, 1 but in two voices it should be considercd and treated as a dissonance): 



(e) the augmented fourth (+4) and its inversión, the diminished fifth (-5) inter- 
vals which appear in the major scale between the fourth and seventh tones and vice 






(c) 9, the ninth— either above or below a tone (a ninth is in fact a second pl 
octave): 




versa: 



+4 -* 

1 That is, it is only consonant under certain conditions. 



FIRST SPECIES 3 

(/) any other diminished and augmented intervals which may appear later, such as 
those in the minor scale. 

Realize that all intervals, with the exception of primes and octaves, use different 
tones when below a given tone from those they use when above it. A fifth above c is 
g, but a fifth below c is /; and a third above c is e, while a third below c is a, etc. 

§ 4. Every interval retains its qualifícation as a consonance or dissonance respectively, 
even though that interval is augmented by one or more octaves: 
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THE VOICES AND THE CLEFS 

§ 5. The student will write his exercises for voices, and he will write them in the oíd 
clefs. 1 The voices which he will use are the same as those used in present-day mixed 
chorus: namely, soprano, alto, tenor, and bass. 

1 Contrapuntal exercises nave for centuries been written ¡n a traditional form — that in which the com- 
posers of former days wrote their compositions. Significantly, the three clefs— the C-clef, the C-clef and 
the F-clef— are related to one another as a tonic is related to its dominant and its subdominant: 




AU of these clefs were movable, that is, they could be placed on different Unes, or even between two 
linee: 



t reble 



mezxo- 
soprano soprano alto tenor bass baritone 
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IFootñcte conlUiued from p. S¡ 

Many of these positions have become obsolete. In the eighteenth and ninetecnth oenturíes, the trcble 
and bass clefs apart, only the soprano, 3jE3EsEEE=E alto, ^ [a j $E = and tenor clefs 



were to be found. But thcse still occur ¡n vocal scores of Brahms, and even Wagner uses 
the tenor and alto- clefs for soloists and chorases. 

lt is quite evklent that today one could write contrapuntal exercises in treble and bass clefs, and for 
instrumentó — for a combination of strings or wind instruments, for instance, or even for piano — as well as 
for voices. But in this treatise the custom of writing for voices, and in C- and F-clefs only, is retained— not 
because it is traditional, but for two decisive reasons: 

(1) Writing for voices reduces the number of errors a beginner wil] commit. The compass of the four 
voices mentioned above comprises a smaller number of tones than most combinations of instruments would 
malee available. A lesser number of tones, a lesser number of wrong tones, Besides, it is easier to teach 
a beginner to write in a tolerable manner for voices than for instruments. Even in writing for the piano it 
may be difficult to keep the parts wjthin the reach of two hands. But to write adequately for other instruments, 
one requires a knowledge of their technique, their individual compasses, and their dynamtc poteney, and 
Iast but not least — as many of them are transposing instruments — a knowledge of how to read them, 

(2) Becoming thoroughly familiar with reading and writing C-clefs will help a student to read and play 
orchestral scores. Not only are viola and alto trombone written in the alto clef, and 'cello, bassoon, and 
trombone in the tenor clef for passages in their highest registers, but there is an additional advantage to 
be gained from the similarity of some clefs to some transpositions. 

Although the soprano clef is not used for instruments in modern scores, it is useful for the reading of 
ctarinet and trumpet in A, as the following shows: 

C major 

treble * .. G major A a E major 




In the same manner, the tenor clef is similar to the transposition of the bass-clarinet, B\> horn and tuba 
in B\f, and it also helps in reading &\> clarinet and B)> trumpet, than which it is only an octave lower: 

Bt> major 

bass clef * Al» major D major 



bass clarinet • D i 
horn & tuba m Bt 



a norn a tuna ~ 

fl j j j j ■> J r r 



f jjj -i N J r 



* 



' i 



tenor clef 



In a similar manner the alto clef resembles the D transposition of trumpet, clarinet, piccolo in D {which is 
an octave higher) and hora in D {which is an octave lower) : 
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These clefs and their mutual relationships are shown in the following diagram : 
j M Treble 




[Footttotc conlinued from p. 4] 

D major 

Í treble clef 
¡ 




It must be added that the mezzo-soprano clef would help in reading horn in F and English horn (which 
is also in F) and trumpet in F (which is an octave higher): 

C major 

treble clef a F major 



iJJJ^rr 



horn in F 
English horn 



a u üngusn norn 



mezzo-soprano clef 

ii ii ' r 






A major 



J mi rrr* 



m rrr 



üééé 



A ¡i» fl . mgr __, 



l'»' 11 ,i 1 1 ' 1 1 1 1 



nfr-rr++ rr rr 



A musirían who is unable to read chamber music or ful! orchestral scores u oae of a minor order. And 
even if he is a specialist, a virtuoso on one or more instruments, he resembles a juggler or a tight-rope 
walker rather than an artist. Therefore it should be recommended most emphatically that the student devote 
two to four weeks of painstaking practice to this problem alone. It will pay in the long run. 
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rtí í?- hÍS l Xam . PleS thC StUdent Sh0uld aIwa y § select *»° neighbouring voices If 

he CF 1S m the alto, a voice above it wiil be in the soprano and a votabeSí in 

the tenor-but not in the bass. If the CF is in the tenor,, voice above i wuTteTn tne 

wh^!^ 6 H be,0W ¡t Ín the baSS " In othcr ™»Í the combinaüonf oí o£ 
which may be used are: soprano and alto, alto and tenor, tenor and bass Thus the 
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MELODIC VOICE LEADING 

dlesTreal ^lT h ° PPOrtUnÍty for wrít¡n S ^ Jodies in contrapuntal exer- 
cises A real melody requires a certain structural organizaron and this im D os« 
condjüons which cannot be fulfilled in such exercises. However, the voict houí £ 

(o) Every diminished or augmented interval should be avoided. In addition as onlv 

*rxrr a dia,on,c sca,e m -° - -• c " p~™£ 




This interval, the ín/o/ze, and its inversión should be strictly avoided. 2 

(c) Those progressions should be avoided where one or more tones are inserta 
brtween the 4th and 7th, or between the 7th and 4th tones of th *£??£, £?£ 
called compound tritones: y 

in 'tZZÜgT" OT the ^ ****** *«- the «- «—■ ^ symbo. fr desistes «he tritone 

the parpóse of Mtating f ormer ^Kn^í^S^KlS S^ X^ "? "* 

^rSeí 6 wor * errore and eraduai * «^ «■ « » -^rxs r ^ 
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Of course, sections of a scale of five or six successive tones like those marked +) are 
usable, though the one marked El is perhaps only tolerable in an emergeney— that is 
if there is no better way of avoiding a problem. 

(d) Strictly to be avoided are leaps of the dissonant intervals of a seventh ninth 
eleventh, ,etc. ' 

(e) These intervals should also be avoided if they are produced by two successive 
leaps of intervals that are allowable, in the same dírection. They then becomc com- 
pound dissonant leaps: 

1 * 7_ 2. 7 7 3. jy y_ 4. 7 ?_ Bv 3 





(/) Movement in one direction should not continué for too long a time. It should 
not go on for more than eight or nine notes, perhaps. After a leap one should avoid 
proceedmg in the same direction, even stepwise. Instead, the leap should be balanced 
by movement in the opposite direction either stepwise or in leaps: 

rtfo w r o "g S " • «.«wronar 4- 5. rJ tolerable 




¿O-butwong *l/;tpW>ble ^-notgwd tS-jrJ better than oJ 




&) The leap of a sixth should be avoided because in many cases it produces hidden 
»s or 5s (discussed further in § 8). Theorists of traditional counterpoint allow the 
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minor sixth upwards, but this also is better avoided. Of course, in emergency, if 
wrong parallels are avoided, both minor and major sixths may be used, both up and 
down: 



iTüf 2 



etc. 




(h) Broken chords should be avoided as much as possible, for two reasons. First, 
they may express a harmony and thereby restrict the free movement of other voices 
in some cases. Second, they often give the impression of an accompaniment in homo- 
phonic style: 

i) 




(i) Monotony is often produced through too frequent repetition of one tone or of 
a succession of séveral tones, and through remaining too long within the range of 
a fourth orafifth; 




(j) Sequential repetitions, that is, repetitions of a succession of tones at another 
degree (a second, third, fourth, etc., higher or lower), should also be avoided. They 
might produce a 'motif whose obliga tions a beginner would be unable to meet: 



(k) The leap of an octave may be used in emergency if, for instance, the compass 
would have been exceeded, or if the voices would have been too cióse together or too 
far apart, otherwise. No leap over an octave is to be allowed : 






good 
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good 




(/) A good melody will mix leaps with stepwise movement and will not proceed too 
long in one direction. Change of direction will be obtained by a leap or stepwise 
movement in the opposite direction. Moving in 'waves' up and down will usually be 
the best procedure. 

INDEPENDENCE OF THE VOICES 

§ 8. Since motivic combinations are beyond the concern of the beginner, the only 
rules demanding the interdependence of contrapuntal voices are these: that the voices 
should meet at certain points in comprehensible harmonies, and that together they 
should di3tinctly express the tonality. Otherwise they should be as independent as 
possible. (There is, of course, no real independence of contení without motifs, which 
must be disregarded here. There still remains, however, independence of motion as 
regards direction, interval and rhythm.) 

I. In writing for two or more voices there can occur three kinds of motion: parallel,. 
contrary and oblique: 

(a) Parallel motion, that is, movement in the same direction, is the least independent 
kind of voice leading. If it lasts for a considerable time one of the voices will offer the 
aspeet of 'a shadow following him to whom it belongs'. But occasional parallel 
motion cannot be avoided, ñor would it necessarily destroy independence. 
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oJ parallel 8s, open 
8 8 8 8 8 8 



*J parallel 8s, hidden 




« parallel 5s, open 
* 5 5 & 5 



¿J parallel 5s, hidden 




•« horn 8s i,.._ E 

norn 5.s 
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6 10 5 10 3 10 5 3 10 6 
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sometimes become unavoidable. Therefore ít should be entirely avoided in thesc 
simple exercises and preserved for the more difficult ones. It should be considered 
a rule, then, in these prdiminary exercises that a lower voice should nevcr use a tone 
above a higher voice, and vice versa. 



b) xk. 




ESTABLISHMENT OF TONALITY 

§ 10. Adherence to tonality is a basic and effective way of producing unity. In these 
preliminary exercises, as long as there is a CF and only tones of the diatonic scale are 
being used, the primary step towards achieving this is to begin and end with elements 
of the tonic (I) of the key in root position. This means that the lower voice will have 
no tone but the tonic, the first tone of the scale in either of these two places. But the 
upper voice can double this tone either at the prime or at the octave, or add — for 
preference — the fifth. The third may be used at the beginning, too, while at the end it 
should only appear if it permits some otherwise unattainable possibility. 

d) 




If the CF is in an upper voice the lower voice can only double the tonic at the 
prime or the octave. 
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§ 11. The next-to-last (penultimate) tone will always be selected from the tones of the 
dominant chord (V), as in (a) below, or from the tones of the VII degree, as in (b). 
The leading tone (the 7th tone of the scale) should appear there, if possible. The lower 
voice may also use the root of the dominant (as in (a) 1 and (c)), but never the root of 



FIRST SPECIES 13 

IV, which is identical with the diminished fifth of VII (see (d)). In addition the forms 
in (e) must be excluded : 




ADVICE AND DIRECTIONS FOR THE FIRST SPECIES 

§ 12. If it is to remain within the compass of the voices, the CF must sometimes be 
transposed to another key (as in Exs. 2 and 3). 1 As to the question of the combina- 
tions of voices to be used in two-voice counterpoint, remember the advice given in 
§6. 

§ 13. The eight CFs presented in Ex. 9 contain progressions which the student has 
been asked to avoid. But they are made up in such a way as to include every possible 
step. 

In two-voice writirig the CF can be written in the centre of a sheet of music paper, 
and the upper voices added in the staves above the CF and the lower ones in the 
staves below. This is done here. The added voices only have to conform to the CF, 
together with which they build up two-voice combinations. No pair of added voices 
should conform with one another (see Ex. 1). 

§ 14. A student must become familiar with all the keys. To achieve this goal he is 
urged to practise every new assignment first in C major, and afterwards in at least two 
to four other keys. In this manner the student will have employed all the twelve keys 
in a short time. 

Further, it is necessary to change the CF frequently. Each CF offers different 
problems. Solving them will help the student to become acquainted with the great 
number of ways in which melodious voices can be added to intricate successions 
of three and more tones of the CF. The experience thus acquired will gradually 
accumulate in the mind of the student, and so he will be able to remember with 
ease 'formulas' which fit, and select the best one. 

1 Examples 1-9 at end of chapter (pp. 17-21). 
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COMMENT ON EXAMPLES IN FIRST SPECIES, EXS. 1-9 1 

The examples presented in this treatise are not made to convey beauty or perfection. 
On the contrary, procedures frequently appear which a student should avoid, sothat 
their errors or shortcomings may be discussed. Problems are purposely introduced, 
and sometímes a satisfactory solution to them is impossible. 

It is always advisable to plan an exercise a little in advance, and to ask which two 
or three tones could possibly follow a given one. Planning is almost imperative for the 
ending. There are ofteñ only a few possibilities, and one is then forced to shift a voice 
into a register admitting of melodious connexion with the preconceived ending. The 
penultimate tone of a CF will bring in the 2nd, 7th or 5th tone of the scale. The only 
possibilities then for the added voice are these: 

upper voice 
1. 




It is best to proceed systematically, trying first as many examples as possible wbich 
begin with the prime and then examples beginning with 8, 5 and 3. 

Since to every tone of the CF 1, 8, 5, 3 or 6 can be added, and since after such tones 
different continuations are possible, there is ampie opportunity for variation. But it 
must be admitted that the severe restrictions at this stage make it almost impossible to 
write many examples which do not viólate one rule or another. It is almost like the 
children's song which says : 'You may hang your clothes on a hickory limb but don't 
go near the water.' However, in spite of this it pays to try everything. There is the 
possibility of discriminating between greater and lesser 'sins'. And a merit mighí even 
make a rather serious violation pardonable—after all, the student is not going to 
publish his exercises! 

Among such lesser sins might be an occasional succession of the tones of a broken 
ehord; or a longprogression in onedirection, even when a leap precedes or follows it; 
or a succession of leaps, provided it is compensated for by a certain merit, such as the 
adding of a tone to the CF which could not be introduced otherwise. Such cases will 
appear more frequently in the species following after this one. 

It is not wrong to use the same tone twice in succession. As there is no movement at 

1 The examples will come at the end of eacb cbapter following the Comment on Examples. 



all there is also no wrong movement. But, of course, it is more interesting if the 
melody changes with every tone of the CF. 

Intermittent parattel 8s or 5s (often called 'afterbeating' or 'non-consecutive')like 
those, for example, in 4d, 4/, Ag and 5d, should be avoided. Even if another harmony 
or interval is inserted between two incidental meetings in 8s (or primes) or 5s, they are 
considered almost the same as open parallels. Intermittent parallels should be avoided 
as far as possible, at least in two- and three-voice counterpoint, even if the two voices 
move in contrary motion to the second perfect consónanos. Nevertheless, in the diary 
of Beethoven there is a note saying that when one of the voices makes a leap of a 
fourth or a fifth, intermittent parallels may then be allowed. This would permit their 
use in the following instances, where there are such leaps and where the second 8 or 5 
is approached by contrary motion, too. 
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16 but not 




Entering into a prime or an octave is, of course, one of the possibilities in accom- 
panying a CF, and so far it is allowable. But as it fails to add a harmony to the CF 
(as a 5, a 3 or a 6 does), it should only be done if it serves a purpose. For instance, in 
Lt at (+), the 8 allows the introduction of the 5, c, in contrary motion. The same is 
true in Ad, g, 5c, h, and many other examples. Sometimes it is not necessary — for 
example, in Ab and 4/— but may be excused since it produces a different melodic line. 

The monotonous repetition in 4í could be avoided if the first three measures were 
done this way: 
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The tritone in 4e (tr) and the monotonous repetition of the g can be avoided by 
going tocia ms. 5. 
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The intennittent 5s in Ag can be corrected as in ms. 6 of the following: 
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Ex. 2 

, CF transposed 




Ex. 3 
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Ex. 9 
CF1 



CF3. 



CF 3 



CF 4. 
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consist of successions of notes appearing in a definite order, metrical position and 
harmonic relation, which have been proved suitable, through centuries of use, for a 
smooth introduction of dissonances. 1 
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Addition of an upper or lower voice in half notes ío the cantus firmus 
ADVICE AND DIRECTIONS 

§ 15. If a whole note is divided in two (or four or eight), the first note in each pair 
of notes becomes an accented or strong beat, while the second remains unaccented as 
a weak beat. If the whole note is divided in three (or six), the first of every three notes 
is an accented strong beat, while the next two are unaccented weak beats. The first 
beat in every measure is the main accented beat, and strong beats within a measure 
are a little less accented ; beats within a measure are only accented if the part to which 
they belong is subdivided. 
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means accsnted, v means unaccented 



§ 16. There is a difference in the treatment of strong and weak beats as regards the 
use of consonances and dissonances. Consonances (1, 8, 5, 3, 6) can be used freely 
on strong and weak beats. Dissonances, however, shall be used only if advice has been 
given for their application, and only in accordance with such advice. 

§ 17. As progress is made from the simplest to more complicated cases, there will be 
presented many approaches to the treatment of the dissonance; the dissonances used 
will always be explicable in terms of certain conventionalized formulas. These formulas 






THE FIRST CONVENTIONALIZED FORMULA: THE PASSING NOTE 

§ 18. The passing note (marked + in the examples) is a dissonance in a formula of 
three notes. The first and last of these three notes must be consonances a third apart, 
and must be placed on strong beats. The middle note between these two consonances, 
placed on a weak beat, is a dissonance. The whole formula forms part of a scale line 
moving either up or down. 




1 The difference between consonances and dissonances is, as this writer has stated, only one of degree. 
Consonances appear among the first overtones, while dissonances only appear later. The first overtones 
have a greater similarity to the basic tone. Due to their greater distance from the basic tone the similarity 
of the dissonances is more distant (see Schoenberg, Harmomelehre). UsuaUy this difference is also explained 
by the difTerence in the ratio of the vibration numbers. These ratios are simpler for consonances (1 : 1 for 
the prime, 1 : 2 for the octave, 2:3 for the fifth, 3:4 for the fourth,4:5 for the major third, etc.); and more 
complicated for the dissonances (15'- 16 for the minor second, 9: 10 for the major second, 45:64 for the 
diminished fifth, etc.). 

The development of musical theories has certainly been infiuenced by these physical and mathematical 
facts. But the development of harmony— and counterpoint— took place under the influenee of musical 
material, the tone and its overtones. Thus the history of music could be traced to the gradual emancipaíion 
of the dissonance. In early music dissonances appeared but seldom, and were treated with the greatest of 
caution. Such treatment led to the production and application of formulas which more and more frequeat 
usage finally made conventional. At the beginning of such a formula the trained ear anticipated its further 
course; it carne to expect the resolution of a dissonance in a conventional way, at the instant of its entrance. 

To many a student this treatment must seem antiquated, and the student is right if he wonders whether 
there is a bridge between this style and the harmony of a Bach, a Schubert, a Wagner, and a Debussy, and 
that of post-Wagnerian composers. There is such a bridge, and to enter and to traverse it will give him 
much less difficulty than he imagines. But advanced harmonic techniques will only benefit him fully if a sense 
of balance and form, and an understanding of musical logic, enable him to control his ideas. A composer is, of 
course, directed by his inspiration. But he must not be the slave of his ideas; rather he must be their master. 

To train the mind of the student, to give him possession of this sense of form and balance and of an 
understanding of musical logic — that is the main purpose of this present study. 
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§ 19. Sometimes such a note will not be dissonant: 




These examples are correct, but the middle notes here do not deserve to be called real 
passing notes. In three voices, however, the same notes might be real passing notes. 

. a) l " + . i) i + c) + di + e) + 




THE ENDING IN SECOND SPECIES 



§ 20. The ending in second species requires some discussion. The student will find 
out that if the CF ends 2-1, the penultimate tone in the upper voice can only be the 
leading tone (7th tone of the major scale). There remains only one possibility for the 
penultimate measure: 6th to 7th to 8th tone: 
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§ 21. In the lower voice, however, there are several possibilities : 



.intermittent 8s 
fisx o. &sx 




8- (6)- 8 



§ 22. But it is quite different if the leading tone or 5th tone is the penultimate tone 
in the CF: 
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§ 23. The first tone in the upper voice must be none other than 1, 8, 5 or 3. The sixth 
would not express the tonality incontrovertibly. In the lower voice only 1 or 8 can 
be used at the beginning. 



COMKENT ON EXAMPLES IN SECOND SPECIES, EXS. 10-18 

Ex. 10 presents a few voices using only consonant tones. They are stiff, include too 
many leaps, and contain many broken chords. 

Ex. 1 1 displays systematically all the melodic intervals which can possibly occur 
in a CF. Ex. 12 then explores systematically above and below three of these intervals 
the possibilities for the application of the formula of the passing note. It may be 
recommended that the student try the other intervals also in the same manner, be- 
ginning with 1 or 8 and moving up and down, and checking the other three con- 
sonances, 5, 3 and 6, afterwards. It pays the student to do this because he will then 
know at a glance whether a passing note can be used, and, if one can be used, which 
one. 

In Exs. 13 to 18 both consonances and passing dissonances are used. 13c and tí are 
very bad. One could excuse their faults individually, but so many transgressions 
could not be balanced out, even by some merits. 

The monotony in 13e could easily be corrected ín this manner: 



etc. 



A sequence like that in mss. 9-10 of 13/w, should be avoided. Sequential repetitions 
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assume to a certain degree a motivic significance, thus producing problems a beginner 
had better avoid. 

The long leap after the long descending line in I4g is certainly passable, since 
otherwise the melody is correct. But the five successive leaps in mss. 5-7 are intoler- 
able. They could be corrected as follows : 

5 6 7 8 



The broken chord form in 14/ is tolerable as a means of reaching the tone c in ms. 3, 
which otherwise would be difficult to introduce. The d in ms. 3 of 14A: is introduced 
satisfactorily in a similar way. 

An attempt to use all the possible consonances and passing dissonances on each 
beat is illustrated in the lower voices of Ex. 15, mss. 2-4. The student should try 
the same systematically; it is of great valué. 

Many of the examples begin after a half note rest. This is necessary for the intro- 
duction of certain intervals, as for instance in 15/, ms. 2, where it would be difficult 
to introduce the third in a better way than through an octave leap. 

Some of the examples (in Exs. 15 and 16) use a whole note (at ©) in their penulti- 
mate measure, thus interrupting the course of the half notes. This can be done in 
exceptional cases, but only at this point, never in the middle of an example. 

The alto in ms. 3 of 166 leaps an octave because it can only reach the/jf in ms. 4, 
the octave to the CF, in contrary motion. And it is necessary for it to arrive at the 
f% in order to be able to move in contrary motion to d in ms. 5, the ñfth above the 
CF. Such factors determine the contour of the melody in many cases. 

Exs. 17 and 18 illustrate possible treatments of two short CFs whose penultimate 
tones are, respectively, the 7th and the 5th tones of the scale. 



Ex. 10 (consonances only) 
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III 

THIRD SPECIES 



Addition ofan upper or lower voice in quarter notes lo the cantus firmus 



ADVICE AND DIRECTIONS 

§ 24. As has already been mentioned in § 15, the subdivisión of every half note into 
two quarter notes gives an accent to the first and third beats in a 4/4 measure. The 
second and fourth beats will'be weak beats and unaccented. 

§ 25. Consonances Can be used on all four beats. 

§ 26. Dissonances in the form of passing notes can be used on the weak beats as in 
the first conventionalized formula; they must be preceded and followed by conso- 
nances. 

§27. This admits of the following distribution of consonances and dissonances: 



Beat 


lst 


2nd 


3rd 


4th 
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§ 28. Obviously these examples are stiff, even if they are not incorrect. But there ís 
no reason why one should use any one of these four schemes exclusively in an example. 
On the contrary, one uses passing notes in every possible way when they help to 
make the melody more fluent. This is illustrated in Exs. 19 and 20. 



THE SECOND CONVENTIONALIZED FORMULA: THE CAMBIATA 1 

§ 29. The examples also become more flueht through the use of the second conven- 
tionalized formula, the cambiata. The cambiata is a formula consisting of five notes. 
Three of them must be consonances, and one or two may be dissonances. The first and 
fifth notes must be placed on strong beats (first or third quarter notes) and must be 
consonances. These, therefore, are the possible distributions of consonances (c) and 
dissonances (d) in terms of the four beats of a measure: 
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§ 30. The cambiata appears in two forms: (a) descending, when the first note is one 
step higher than the last; {b) ascending, the inversión of the foregoing, when the first 
note is one step lower than the last. 

2^ A) o 3^2 2 




The succession of the notes in the cambiata is definite and unchangeable. 

In the descending form the second note is a second lower, and it is followed by a 
leap of a third down; there is then an ascent of two steps in the opposite direction, 
concluding the formula. 

In the ascending form the direction of every interval is reversed: after a step up, 
there is a leap of a third up, then the next two steps go in the opposite direction, down 
to the concluding fifth note. 

§ 31, As with the passing note the student should check these formulas against every 
interval of a CF (see Exs. 1 1 and 12). In Ex. 21 only four intervals of a CF are examined. 

1 Often called 'Nota Cambiata' or 'Fuxsche Wechselnote', a changing note figure described by the theorist 
i. i. Fux. » 
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The student should check the remaining intervals in the same manner, beginning with 
1 (8), 5, 3 (10) and 6, and using descending and ascending cambiatas from both the 
first and the third beats. Some of the cambiatas are marked questionable (?) because 
of intermittent 8s or 5s. They may only be used in two-voice counterpoint if there is 
no other way out of a problem. In three-voice counterpoint, however, if one of the 
voices is a middle voice, they are admissible. 

§ 32. Some forms are to be excluded because the ending is a diminished fifth (—5): 




But even if this example were put into G major, and the last tone were/$, it still 
would not correct the 5s between the beginning and the ending. This cambiata would 
still remain in the category of questionable applications like these: 




5 - '- - 5 



However, in counterpoint with three voices the diminished fifth (and also the 
augmented fourth) becomes admissible, as will be discussed later: 




In the exampíes the cambiata is marked with brackets: ■ — >. The student should 
do this too in order to become conscious of the correctness of the dissonances he 



uses. 



PASSING NOTE ON THE STRONG BEAT 

§ 33. The passing note may occasionally change its metrical position provided it is 
surrounded by consonances and is the middle note in the interval of a third. The 
consonances may thus be placed on weak beats 2 and 4, and the dissonances on 
strong beats 1 and 3. It should be mentioned, however, that theorists of traditional 
counterpoint forbade the passing dissonance on the first beat (as in (¿)), and it will 
generally be avoided in our exercises as well. 
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d) 




THE ENDING IN THIRD SPECIES 

§ 34. The ending again requires discussion. The student will easily discover that there 
is only one melody in the upper voice in the penultimate measure which does not 
viólate the rules (that which is used in ms. 7 of Exs. 19 and 22) when the CF uses the 
descending 2-1 ending. 

In Ex 23 several different endings are tried. Those marked \7\ in 23¿, e,/and g are 
allowed by Fux though they contain intermittent 8s. They had better be used only in 
emergency-when there is no other solution. Those marked © end with the third, 
which may be done occasionally; they viólate no important rule. If the penultimate 
tone in the CF is the fifth, as in Ex. 20, there are many more possible endings. 

USE OF TRIPLE METERS: 3/4, 3/2 AND 6/4 

§ 35. If a measure is divided in three (3/4 and 3/2), it has only one accented beat. In 
6/4 which is a combination of two 3/4s, there are two accented beats. If the quarter 
note in 3/4 are divided into eighth notes, or the half notes of 3/2 into six quarter 
notes, the first of each pair of notes is relatively accented (see also § 1 5). 
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When one is writing in groups of three quarter notes-in 3/4-or in groups of three 
half notes— in 3/2— there can be consonances on all three beats, as in (a), or one 
dissonance on the third beat, as in (b), or one dissonance on the second beat, as in (c). 
If in 3/2 the half notes are divided into quarter notes, as in (d), the second, fourth, 
and sixth beats can be passing notes. Obviously the cambiata can be used in 3/2, but 
not in either 3/4 or 6/4 where a strong accented beat could not occur at both the 
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beginning and ending of a cambiata. In the 6/4 examples among the following ones 
(see e), each of the three beats is treated like the three beats of 3/4. 




r l f r ' '♦ 



COMMENT ON EXAMPLES IN TH1RD SPECIES, EXS. 19-26 

These examples contain a number of errors or violations of rules. Ordinarily they 
are not too objectionable, some are even tolerable. They are included here for two 
reasons: (I) because many of them provide an opportunity for introducing an interval 
or succession of tones which could not have been applied otherwise. Thus in Ex. 19, 
ms. 6, for example, there are not many ways of introducing the fifth, a, below the e of 
the CF. 19/ shows one possibility, and 19m might be changed in the following manner 
in ms. 5 to lead to this a also : 
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Similar cases are to be found elsewhere in these examples, but these do not justify 
other violations, some of which are intolerable. A few of these can be corrected, as 
the following shows : 

Ex.l9¿ Ex.l9e _ etc. 

&, ■ . 3! J 




(2) It seems useful to demónstrate such violations, so that the student will become 
watchful in similar situations. There is in 25/, for instance, a temptation to write open 
parallel 5s (at ®) because there is only one solution; this in itself violates a rule— that 
a íeap should not be made in the same direction as a preceding melodic Une— but that 
is a lesser failing in many cases. See also the intermittent 8s and primes in 19¿>, /, q, 
20/j, i, i, 22a, k (very bad), and 26/(tolerable). When there is no other solution, these 
may possibly be tolerated if four or more tones and an interval of a fourth lie between 
them. The same is true for intermittent 5s. 

There is perhaps no excuse for such violations as the leaps made in I9g when an 
even better continuation is possible: 




Neither can one excuse octave leaps up and down in one small segment, as in 20h and /'. 

In the penultimate measure one may occasionally use a melodic Une containing two 
dissonances in succession like that in 25a, ms. 6. The scale Une is a fair excuse for a 
slight violation of this kind. 

In Exs. 22 and 23 the cambiata is used on almost every available beat. More than 
two cambiatas would have been possible in each added Une, but in such a short 
melody two are more than enough. 

The student is warned not to begin a cambiata on a weak beat, especially in 6/4 
meter, as shown below: 



a) wrong- 



b) wrong- 




The third beat, as in (a), and the fifth beat, as in (b), are weak beats. But starting a 
cambiata on one of the two strong beats would not help in this meter either, because 
it would then end on a weak beat (either the fifth or the second). 
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With quarter notes in 3/2, on the other hand, there are ampie opportunities for 
cambiatas, since both beginning and ending are on strong beats. 

Passing notes on strong beats are not always acceptable in 6/4. Those in 26k, ms. 3, 
might be tolerated, but the one in 26/almost gives the impression of belonging to a 
seventh-chord. 

The student will find it useful to try correcting those errors or pbor passages which 
are marked in the examples, and perhaps others too which he himself finds wrong. 

In the Comment on Examples in Second Species (p. 25) the term 'sequential repeti- 
tion' was used. The instance of this in Ex. 19¿ makes a more definite explanation of 
the term necessary. 

In music the term sequence means primarily the repetition of a unit of any length 
when transposed to another degree. There are perfect, exact, partial, varied, developed, 
incomplete, semi- and quasi-sequences. In many cases only the melodic elements of 
the unit are repeated, that is, its intervals and its rhythmical and metrical features. If 
no change in any of these features occurs, except in so far as they are transposed, the 
sequence is exact. A perfect sequence will also repeat the harmony or the accompany- 
ing voices or the whole accompaniment. An incomplete sequence is one where some 
of the features are omitted. Semi- or gwaíf'-sequences are sequences in which the har- 
mony does not particípate in the progression, for instance, or in which intervals and 
rhythms are changed. In varied sequences, embellishments will appear in the melody 
and/or accompaniment, and voices may be added, the vertical order of the voices 
changed (as in invertible counterpoint), and substitute tones and chromatics used in 
both melody and accompaniment, etc. Developing sequence may add to the latter 
changes of interval which tend towards a climax. 

In addition, there is a distinction between diatonic sequences using only diatonic 
tones — and so disregarding the specific size of the intervals (major, minor, etc.) — and 
chromatic sequences using substitute tones for purposes of embellishment or for 
modulation. 1 

There is no employment of sequences in these preliminary exercises. On the con- 
trary, they are deliberately avoided for two reasons. First, repetition is commonly 
used to emphasize a unit. It serves to impress the unit on the memory in anticipation 
of later use; and a beginner's technical resources would not be adequate to handle 
such problems. Secondly, there would not be enough space to fit in all that the use of 
sequences entails in the small compass of these short segments. 

1 For further discussion of sequences see Struclural Functions of Harmony, Chapter XI. 
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Ex. 21 Cambiata 



? ? 




+ + 8 6 8 8 

CF Begitis it tfae Ist teat. Begins »t the Srd beat 



8-8 



8 + +8 








THIRD SPECIES 



43 




I Ou miy end occaslonally vith the 3rd. 
[j Fui in his Gradus ad Parnassum allows these forms: the 
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IV 
FOURTH SPECIES 

S>-ncopflf^ Aa//noí« an¿ suspensión* in upper and lower volees added to the 
cantus firmus 

ADVICE AND DIRECTIONS 

§ 36. Syncopation oceurs when an unaccented note is extended in duration by being 
bound over to the next accented note: 
«jin half notes: W in quarter notes: and: o; i |M I I I J J J II 

§ 37. In these preliminary studies the student should not use syncopations other than 
those in which the note on the weak beat is at least as long as the tied note on the 
strongbeat: 

The last íñ is wrong because the dotted haJf note on the second beat, a weak beat, 
l in fact a qúaner note tied over to a longer half note on the strong third beat, thus: 

12 8 4 
-J J J II 



§ 38. In the fourth species only syncopated half notes will be used: 

Both the half notes of which the syncopation consists may be consonan! with the 
notes of the CF: 




But this if continued for any length of time, is likely to become poor and stiff. Theie 
fs no s'r'ict nterdict forbidding the interruption of tied half notes and theirreplace- 
rnent by untied half notes for one or more measures. This combmed with use of 
passing notes contributes variety and freedom of movement. 
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THE THIRD CONVENTIONALIZED FORMULA: THE SUSPENSIÓN 



§ 39. Syncopation is used to the best advantage in the third conventionalized formula, 
the prepared and resolved dissonance, the suspensión. 

The suspensión is a dissonance in a formula of three notes. The first note placed 
on a weak beat as a consonance with the CF, is the beginning of a syncopation and 
serves as the preparaíion. This note, held over, becomes a dissonance on the strong 
beat through the movement at that point of the CF. On the following weak beat the 
resolution is obtained by stepwise movement downward from the dissonance to a 
consonance with the CF (and with the other voices, if there are more than two). Thus 
the suspensión, the dissonant note which is suspended from the preceding measure, 
is again a middle note between two consonances. 




cons. diss. cons. 



§ 40. The CF must never be considered a dissonance, a very frequent error on the 
part of beginners. Only the added voice can contain a dissonance. The suspensión 
must never be led upward; it must always descend one step to the resolution. 

§ 41. Every possible application of the suspensión to each step of the CF should be 
examined systematically as was done with the passing note (Ex. 12) and the cambiata 
(Ex. 21). As can be seen in Ex. 27 where this is done, the dissonant intervals will 
resolve in the following manner: 



In the upper voice: 

The 7th resolves into a 6th, 
The 4th resolver into a 3rd, 
The 2nd resolves into a prime, 
The 9th resolves into an 8ve, 
The 1 lth resolves into a lOth. 



In the lower voice: 

The 2nd resolves into a 3rd, 
The 4th resolves into a 5th, 
The 9th resolves into a lOth, 
The 1 lth resolves into a 12th. 



42. BUT— and this rule must be strictly obeyed— the seventh must never be resolved 
into an octave. Accordingly the seventh cannot be used as a suspensión in the lower voice 
(marked m in Ex. 27). 

§ 43. Intermittent parallel 8s (marked EE3 in Ex. 27) and intermittent parallel 5s 
(marked ®) are tantamount to open parallels. The suspensión does not conceal this 
Parallel movement. The suspensión is only a postponement of the real movement and 
this dissonance in fact 'stands for its resolution'. 
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§ 44. The cases marked X in Ex. 27 are not real suspensions because there is no 
dissonance. But in three or more voices they might become dissonances. 

a) . . b) y >l i e) d) 




e 10 



9 10 



§45. Beware of crossing of voices. See the cases marked 'crossing'. 

§ 46. There is no serious objection to a second resolving into a prime (marked in 
Ex. 27). This prime is neither better ñor worse than any other prime. But one must 
admit that it obscures the voiceleading(especially on the piano). The resolution of a 
ninth into an octave is perfectly correct as long as this octave does not produce 
emptiness, which happens sometimes. 

§ 47. Beginners often use a passing note as a syncopation and even as a preparation 
for a suspensión. This is entirely wrong. The beginning of a syncopation, and especially 
that of a suspensión, must be a consonance. Thus, all the following examples are 
incorrect : 





"Jai 



COMMENT ON EXAMPLES IN FOURTH SPECIES, EXS. 28 AND 29 

If the CF uses as penultimate tone the leading (7th) tone of the scale there are only 
two syncopations (both of them suspensions) possible in the upper voice, those of 4-3 
(or i 1-10)— as in 28c, d y m, n and p— and 7-6 (see 28e and q). Neither form would be 
usable in 28a because the one would demand the repetition of the tone e in ms. 7: 
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If there were not an a in ms. 7 of the CF, but a g, for example, instead, another 
syncopation leading to an ending on the third would be possible: 



1 . — .._ [ 
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In the lower voice only one suspensión is possible, 2-3, as in 28/i and 5, and one 
other syncopation as in 28r. Here also the above mentioned change in the CF would 
open the way for another syncopation: 

7 8 9 




To repeat, do not connect a suspensión to a passing note as in 28/. This is a wrong 
preparation. But if a syncopation ends with a consonance, a passing note can follow 
(see 28f/, ms. 6 or 29b, ms. 3). Note the intermittent 8s, primes, and 5s in 28í/,/, h and i 
respectively. 

Some of the examples are poor because they do not contain many syncopations, 
either consonant or dissonant. Some might be excused because a syncopation not 
used in a preceding example is introduced, e.g. the low c in 28/' (ms. 3), or 29/ (ms. 8), 
or 29m (ms. 3), or 29/> (ms. 7). But it is doubtful whether this would justify interrupt- 
mg the prescribed movement in syncopations. However, these are not compositions 
but only exercises to be done as well as possible. 
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Suspensions 







6 3 4 6 3 



I Interalrtent Ss between prepu-ítion »nd r««olutlon forbidden. 
,. 5s » " " " " 

7 retolving to 8 la lower volee forbidden. 
9-8 »nd 2-1 ln upper volee permltted. 
6-5 or 5-6 not real «upension». 
Resolution correct if perfect 5, not dta. 5. 
Possible *» * patsinp note. 
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V 
FIFTH SPECIES 

Mixed notes added to the cantus firmus 
ADVICE AND DIRECTIONS: RHYTHMS 

j 48. Notes of various lengths are to be used in lower and upper voices: whole notes, 
half notes, quarter notes, and, occasionally, even eighth notes; syncopations of half 
notes, and sometimes of quarter notes (see (a) below); dotted half notes on the first 
beat (b) or, as at (c), tied from the second beat; dotted quarter notes (d); rhythms 
like (e) and (/); and groups of eighth notes (g)~ all of these may be used: 
1. 2. 3. 4. 5. 6. (a) 7. 

« n j j ii j jjj ; j JU3IU jjj ii j j j i i j 

8. * 9. (O 10. (d) U. ( t ) i2. (fí 13 <¿) 

J- jii - jmj ii j J- . TJIIJ. jloj y t \.\m \\ jrn 



(a) 
J J I J II 



§ 49. Some restrictions concerning the use of syncopations have been discussed 
in § 37. They are, of course, binding here as well. There are a number of other 
rhythmical restrictions. 

§50. Rhythms ofthisküid: J J J l|°fi j /J J || | r J J j J [| sho uld 

be avoided as far as possible or used only under certain conditions. The oíd rule 
which forbade these rhythms perhaps had its origin in the tendency of sacred music 
to avoid the vulgarity of 'dancelike' rhythms. This rule allowed subdivisión of the 
first half note of a 2/4 or 3/4 measure only if (1) the next half note or half notes were 



not 



Su Wivided; " 0I J J J |J J |PJ J J J IJ J II or (2) the first small 
note was tied over from a half note of the preceding measure and a new syncopation 
folio w«d: 



a; 



OTb) 



or cJ 



J J II J J J 



IJ J J J 



°r (3) the Iast note of the preceding measure was a quarter note: J- J |J J J | j 
this latter having been a conventional figure often found in oíd music, thus: 
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The cambiata often appears in this form: 




§ 51. Eighth notes should not be used too frequently and there should seldom be 
more than two of them in a measure; as a rule they should come on the second or 
fourth beats : 

,0, . . . b)\ 




§ 52. All smaller notes, that is eighth notes and even quarter notes, too, are best 
used towards the end of an example. Introducing them near the beginning often 
causes imbalance because of the tendency of the smallest notes to increase in number. 
Once they are brought in, this tendency ofthe smallest notes may cause them to over- 
run an entire example. It is very difficult on the one hand for a beginner to neutralize 
this tendency, and, on the other, usage of smaller notes towards the end produces 
a climaxing effect which would be lost if this possibility had been exhausted in the 
preceding measures. Accordingly it is better to begin with long notes, not using even 
quarter notes too early, and to use eighth notes only sparingly near the end. 

§ 53. Some of these rhythms are combined below with other rhythms in two voices, 
for example, the dotted half note (at EB), the quarter rest at the beginning (at ®), 
a half note and two quarter notes (at ©), etc. 




THE FOURTH CONVENTIONALIZED FORMULA: THE INTERRUPTED 

RESOLUTION 

§ 54. A note may be inserted between the prepared dissonance and its resolution; this 
note should usually be consonant with the CF. The suspended note is thus reduced 
to a quarter note on the strong beat, the intermpting consonance standing on the 
next weak beat and the resolution on the third beat. 
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§55. Usually the interrupting note is a second, third or fourth lower than the 
suspensión. In no case should a leap larger than a fifth be used. 




Forms like those under (a) in the foregoing example, will thus come to look like 
those under (6). The interruption may sometimes consist of two eighth notes, as at (c). 
The resolution then occurs at the first eighth note. The second eighth note will be 
either consonant or an auxiliary note (as at *) one step below the resolution that 
returns at the third beat to the consonant resolution. 

At a> a leap of a fifth is preferable to the tritone as the note of interruption, but 
at S a tritone is the only usable note; this is perhaps the first case in which it may 
be tolerated — because it is unavoidable. 

§ 56. There occur examples where it is not possible to use a lower note as inter- 
ruption. In such cases it is customary to use an upper note (see (o) below). Occasionally 
an upper note is actually to be preferred, as at (b) where the note a provides a better 
interruption than e. 



¿-AÁJ. 
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§ 57. Since the suspensión does not correct intermittent parallel 8s or 5s, clearly the 
interrupted resolution will not either. In two voices in particular they are too 

noticeable. 

- - 8 




COMMENT ON EXAMPLES IN FtFTH SPECIES, EXS. 30 AND 31 

Reasons for avoiding sequences in the following exercises were given under 
Comment on Examples in Third Species (pp. 36 ff.), but there are also other sorts of 
repetition which are not usable here. In 30/, mss. 2, 4 and 6, there appears a synco- 
pated half note (at X). Through such repetition a feeling of subdivisión into four 
'phrases' (marked a, a', a") is produced. This should be avoided for reasons similar 
to those for excluding sequences. Besides, such phrasing comes a little too cióse ío 
the style of popular songs and dances, the construction of which is based on principies 
differing fundamentally from those of contrapuntal exercises. 

In § 52 the tendency of the smallest notes was discussed. 30¿ and 30/ (at 123) are 
good illustrations of the lameness of a melody whose movement is suddenly stopped 
by longer notes coming after many smaller notes. 

The monotony produced by the repetition of the highest tone in a melody can be 
observed in 30A; and 31a. Such a tone may assume the effect of a climax (for example, 
in an ascending line) and is better preserved for that effect. 

See also the wrong cambiata beginning on a weak beat in 30/, mss. 6-7. 

In 30/i only an upper tone is available if an interruption is to be used in ms. 5. 

The CF in Ex. 31 lies too high and forces the alto to rise several times to thetreble 
d-e-f. In such a case the student had better transpose the CF. 




I 
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Ex. 31 — monotonous- 




VI 
THE MINOR TONALITY 



DERIVATION OF MINOR 1 

§ 58. The minor tonality is treated here in a way similar to that in which the modes 
are treated, especially the Aeolian mode. 4 

§ 59. There are seven modes ; each of them begins and ends with a tone of the diatonic 
scale and uses these diatonic tones in their basic unaltered form: 



1: Ionian 



2: Dorian 



3: Phryeian 




4:Lydian 



yy 5: Mixolydian 



6: Aeolian 




5 6 
7; Hypophrygian? 



46 7 8 8 4 

Thus each tone of the diatonic scale is treated as the tonic of a scale. The scale 
beginning with the 7th tone was never used very much apparently and feU into disuse 
long ago. Even its ñame is uncertain: it will not be discussed here. 
All these scales can be transposed to other keys; they would begin at the equivalent 

1 The treatment of minor was suggested to this author by the theory of Simón Sechter, the renowned 
Viennese theorist. 

* The present discussion of the modes does not aim at teaching the style of ancient composers- it aims 
«xclusively at producing a bridge between strict counterpoint and the richer harmony of the composers of 
the eighteenth and nineteenth centuries. 

This writer believes that no contemporary composer need be able to write in modal style. Doing this 
can only be compared to using candle light when one has electric light. It was understandable, of course, 
tor those 'grandees' whose castles and palaces contained artistically elaborated walls, or even muráis or 
Irescoes, lo refuse to destroy these works of art by installing electric wires. A peculiar result cf such con- 
«ryatism was that the oíd Emperor Franz Josef of Austria had no telephone in hís summer castle at 
achoenbrunn and could only communicate with his ministers by means of a courier riding on horseback 

In music we do not have to defend valuable muráis. Accordingly, we need not retara to older forms 
W musical Ufe, but can enjoy the benefits of progress. This writer believes that the ancient modes— Greck 
w Medieval— are more perfect attempts at tonality than the pentatonic or the exotíc scales, but that they 
thL StepS ° n ' y towards the diat °n' c m aJor scales (for more on this subject see Harmonietehre). The modes, 
nen, .would not be brought in here at all, were it not that they offer some advantages in the writing of fugues, 
*« will be seen later. It is only because of this— and only in so far as there are any advantages— that these 
f*w are discussed here; the aim is not the achievement of a 'modal style 1 . (Editor's note: the above dis- 
pon of the modes was derived from another statement by the author, not originally included in this 
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THE MINOR TONALITY 
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i 



v, 



tones in the scale and use the tones of these keys as their material. Thus, transposed 
to E\>, A or D, for instance, Dorian would still begin with the 2nd, Aeolian with the 
6th, and Phrygian with the 3rd tone of the keys. 

Dorian in Ei» „ * Aeolian in A „ Phrygian in D 



2nd tone ' 6th tone ' 3rd tone 

Three of the six modes are major-like because their tonic is a major triad: 

Ioniaii Lydian Mixolydian 



Three are minor-like : 



Dorian Phrygian Aeolian 



The Ionian scale, identical with our major scale, is undeniably the true natural 
product of the physical conditions of the tone, because it is based on the relations 
between the three main triads, which also contain the seven tones of the diatonic 
scale: 




In comparison, the other modes are imperfect and primitive attempts at an inter- 
pretation of the secrets of nature. And they represent an imperfect and primitive 
organization of melody and harmony. The shortcomings of this organization are 
most evident in the unsatisfactory position of the half-steps, in particular in the 
absence of a leading tone (7th to 8th tone) in four of them. 

Probably in consequence of these shortcomings, a process began which made the 
modes obsolete and finally caused progressive composers of the seventeenth century 
to abandon them entirely. This process is to be observed principally in a tendency 
of the major-like Lydian and Mixolydian modes to become similar to the Ionian 
mode, and of the minor-like Dorian, and to some extent the Phrygian, to resemble 
the Aeolian mode. But there also took place a mutual rapprochement between the 
major-like and the minor-like modes as well, the result of which was that major could 
contain almost every harmony of minor and vice versa. 



§ 60. The minor tonality is in its descending form, identical with the Aeolian mode. 
To procure a leading tone in the ascending scale in this mode, and then in the minor 
tonality also, the natural 7th tone was replaced by a tone a half-step lower than 
the 8th tone: 



A minor 



C minor 



Fjt minor 



/N 




§ 61. This replacement produced an interval of an augmented second between the 
natural 6th and the 'substitute' 7th tone. All augmented and diminished intervals 
were strictly forbidden by the composers of strict counterpoint. So to avoid this 
forbidden interval the 6th tone also was replaced by a substitute tone a half-step 
higher than the natural 6th tone : 




« 1 



§ 62. The cadential eífect of these substitute tones is necessary for a definite ending, 
bul they also appear frequently in non-cadential segments. 

§ 63. The ending of the descending scale is the same as that of the major scale: 2 to 1, 
a whole step. Accordingly the descending scale needs no substitutes : 



87654321 
minor 




THE FOUR TURNING-POINTS AND THE PROCESS OF NEUTRALIZATION 

§64. The treatment of the minor scale will be regulated thus: the 7th and 6th tones 
will be considered as turning-points, that is, as points where the melody turns either 
upward towards the 8th tone, or downward away from it. 

§65. There are four turning-points: 
Thefirst: the substitute 7th tone: 



•■; o [i 

sel 



M 
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It was introduced for the exclusive purpose of providing a leading tone to the 8th 
tone. Accordingly, if used, no tone may follow it but the 8th tone. 

.«78 

The secortd: the substitute 6th tone : 

It was introduced for the exclusive purpose of avoiding the augmented interval 
produced by the substitute 7th tone. It would not be used if no substitute tone were 
to follow. Accordingly, if it is used, no tone but the substitute 7th tone can follow. 

§ 66. Evidently, if these rules are to be kept, chromatic progressions, like the follow- 
ing, must be strictly forbidden : 

1. 2. 3. 4. 5. 6. 



THE MINOR TONALITY 

even resemble relative major. Accordingly, the rules for the third and fourth turning- 
points can be formulated so as to govern those instances in which the segment begins 
to turn towards the characteristic features of minor, i.e. where the substitute tones 
are to be brought in. 

Third turning-point: the 7th tone in the descending scale must be 'resolved' or 
'neutral'zed' by descending to the 6th natural tone, if and before any of the voices 

turns to the use of a substitute 7th tone : 

Fourth turning-point: the 6th natural tone must be 'resolved' or 'neutralized' by 
descending to the 5th tone of the scale, if and before any of the voices turns to the 

«- a & 

use of a substitute 6th tone : 






lili 



§ 67. The following progressions are excluded also, although some of them, marked 
'possible' and 'tolerable', might be usable later when the student has become conscious 
of the danger they oífer to well-balanced harmony: 



■1. possible 2. 3. , 4.!lnever 5. tolerable 6. never 7.never 




The reason for this strict and absolute interdict is simply a pedagogical one: it is 
to protect the student from making mistakes which could not be remedied without 
a great number of rules and exceptions. It is evident that many of the forms excluded 
thereby are commonplace in music of almost every period. 1 

§ 68. The remaining two turning-points can be treated a little less strictly in some 
respects. There appear in minor segments in which none but the natural tones (of 
the descending scale) are used. These segments are less characteristic of minor and 

1 (Editor's note: the following statement of the author's, derived from another source, is also pertinent 
to this discussion.) 

Advice which helps a beginner to solve simple problems in a manner not too foreign to a musician's feelings 
is subject to change. As an illustration therc may be used the treatment of minor taught in this treatise. 
The obligation of the tuming points and of neutralization does not even correspond to the technique of 
the modes, and less to that of Bach. But in the early stages, though it makes many things more difficult, 
it also helps to avoid severe faults. But soon after these preliminary studies, advice will be given on how 
to write more freely in minor, because one can assume that the student's sense of form, melody, and harmony 
will be developed by then and that he will be able to find out by ear what is wrong and how to correct it. 



§ 69. The neutralization of the natural 7th and 6th tones need not be accomplished 
at once, or every time one of these tones appears. It may be postponed until the need 
arises, i.e. when a substitute tone is to appear. 

§ 70- Accordingly, such progressions as the following are interdicted and should be 
corrected — in the manner shown in the lower system of the nextexample/forinstance: 
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§ 71. If substitute tones appear in 'cross relation' with natural tones, neutralization 
°f every voice involved must be accomplished if and before a cross-related 6th or 
7th tone is used in any one of the voices. 1 

It should be mentioned that not only did the oíd theorists allow progressions like the following ones, 
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o) wrong' b) right 




X desig'nates unneutralized tone 
c) wrong 



di right_ 



arrow shows neutralizaron 
2 




COMMENT ON EXAMPLES IN MINOR, EXS. 32-39 

The need for neutralization— üs fulfilment is marked 'neutr. - - -' in many of the 
examples — often forces one to lead the voices into some undesirable registers. See, for 
example, the low tones in 32/andy, and 35/. In the first and second species especially, 
fluency in the melody is much obstructed by the avoidance of cross relations. Thus, 
for example, in 32d, g, and h neither the natural 6th tone, a\> (marked *), nor the 
substitute 6th tone (marked □) can be used in ms. 6. The natural 7th tone, b)> 
(marked 00), is impossible in 32/, ms. 4. In 33a, if/appears in ms. 3 there is no 
possibility of neutralization. In 336, neutralization only becomes possible if syncopa- 
tion is used. In 34/, the bass is forced down to low d in ms. 7, in 34g, ms. 3, the 
low/(at X) should not remain unneutralized. In 35/and /, at 0, the neutralization of 
the natural 6th tone, /, is unnecessary because no substitute 6th tone, /#, follows. 

but the oíd composers actuaüy used them, too— to us these idioms appear rather more stylistic than essential ; 
therefore they are not to be recommendcd for use: 



a) 




X 


,x_ 




o — ■ 


b) 


x - — 


"o »* 


O i 
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e) _ 
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The ending often presents difficulties. The lower voices in 32g, h, and i (and the 
upper voice in 32d, too) can only end in 8s with the CF— but they may do this if 
contrary motion is possible, as at X. Some of the upper voices in Ex. 32 use d to the 
g of the CF in the penultimate measure (at +), which is correct as a 2-1 ending. 

In 34/, ms. 10, the g# does not go directly to a. This could be tolerated in the 
penultimate measure; it could be regarded as an interrupted resolution. A license 
might be permitted in the penultimate measures of 36d, i and j, also : but two con- 
secutive dissonances would not be allowed in other places even if they were passing 
ones. Another license is permitted in 376 and d for the ending. The dissonant c on a 
strong beat in 38e, ms. 2, would be inadmissible if it were not the only way of justify- 
ing the b\> in ms. 3. Observe also the dissonant g on the strong beat of 38A, ms. 3. 

There are two places where it seemed difiicult to continué correctly at all: 34¿, 
ms. 9, and 356, ms. 5. In the latter case one is faced with the difficulty of avoiding 
parallel 5s. One could use a quarter note on the first beat in ms. 5, but this would not 
avoid the intermittent parallel 5s, and it would not produce 'mixed notes'. 

5 5 




Th« following solution, however, is better: 

"meas. 5 6 

The cambiata in ms. 10 of 34¿ is allowed by Fux. One might tolérate it in the 
penultimate measure if there were no better solution, though not in the middle of an 
example; however, one should never do so without a special reason. The octave b to 
the CF can only be approached in contrary motion. Admitting 'exceptionally' two 
consecutive dissonances, as in (a) and (¿0 of the following example (ms. 9), makes this 
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possible. But the solution ín (6) and (c), ending on the third in ms. II, should be 
preferred. 

In 34g, ms. 4, the last tone/(at *) crosses the tenor. This was forbidden in previous 
exercises. It must stiü be excluded for the time being except in cases of emergency 
(i.e. when no other solution is possible) or when there is an especially good reason for 
it, as here: the tone g in ms. 5 could only be introduced by using this crossing or the 
following one: 



As crossing is not in fact wrong, but forbidden here only for pedagogical reasons, one 
might once in a while forget pedagogy. 
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Ex. 39 
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VII 

FIRST COMPOSITIONAL APPLICATION: 
CADENCES WITHOUT CANTUS FIRMUS 

CADENCES AND THE EXPRESSION OF TONALITY 

§72. The principies for building cadenees in counterpoint are the same as those the 

student knows from tris studies in harmony. The tonality must be expressed incon- 

testably in either case. 

§73. For this reason those characteristics of a tonality must be introduced which 

distinguish it most clearly from other tonalities and above all from those to which 

it has the greatest similarity. 

§ 74. Scales which differ by only one tone have the greatest number of common 

tones, and thus resemble each other in the highest degree. The tone or tones by which 

a tonality is distinguishable from other tonalities can be called its 'characteristic(s)'. 

Their presence increases, and their absence decreases, the functional distinction of 

a single voice or combination of several voices, and of a short segment or longer 

piece of music. 

G major 




§ 75. Clearly, of the following melodies (a) could represent C major as well as G 
major, (b) C major or F major, (c) C major or G major, or even F major. 
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§ 76. Even two voices might become indefinite if they abstained from producing the 
characteristics of a tonality. The following segment, for example, can be understood 
in at least two ways. In (a) the added bass by using/t| decides in favour of C major; 
in (b) the/jf suggests G major. 
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•*) The mooolony lo i) ¡s due to the fact tltat tbe/í coald only apjear In the 
added bass volee and had to appear tkere leveral time*. 

But that one of the foregoing melodies {§ 75c) can really imply at least three keys is 
proven by the four different treatments in the next example. In (a) this little segment 
is in the soprano, in (b) it is in the alto, in (c) it is in the tenor, and in {d) it appears in 
the bass (the second half of ms. 4 is changed and an extra measure added so that the 
bass can end onf). 



tt) in soprano: C major 
il, , 3. _, 8 



i) in alto: C major 
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§ 77. The demonstration of the tonal vagueness of the preceding examples discloses 
that, apart from the tonic at the beginning and the end, the characteristics of a major 
tonality are the 4th and 7th tones. 

§ 78. The 4th tone represents the subdominant región (IV and II), and thus prevente 
the interpretation of a segment as expressing a tonality a fifth above. 

§ 79. The 7th tone represents the dominant región (V), and thus prevenís the inter- 
pretation of a segment as expressing a tonality a fifth below. 

§80. To achieve a cadential eflect these two tones, or their substitutes, must appear 
immediately before the final tonic. But they must also be present in the parts pre- 
ceding the ending or else the ending may be vague. 

§81. In an authentic cadenee 1 these characteristic tones will appear in the same order 
as taught in harmony: i.e. elements of IV (or II), followed by those of V and then I. 

§ 82. In two-voice counterpoint the production of full triads is not feasible. But the 
co-operation of the two voices may be such that every doubt is excluded. There may 
be, at one point, in one voice, or both, a characteristic part of a scale Une (or tones 
from it), which in itself is sufficient to express a key; see, for instance, ms. 6 of 40a: it 
contains all the tones of C major as well as expressing IV on the first, second and 
third beats, and V on the fourth beat. At another, one of the voices (see the tenor in 
40e, ms. 6) may contribute the fifth and the root of V while the other voice (see the 
alto) sustains the third. Of course, some cadential formulas such as that in the bass in 
4CW, ms. 5 (which is in addition preceded by an entire scale), are in themselves definiré 
enough to suggest an ending. See also the tenor in. 40e. 

§83. The melodic progressions which Iead distinctly to the tonic in this way are given 

below. Many are more suitable as upper voices, and some are more suitable as lower 

voices. But a great number are usable in both ways. All of these progressions may be 

employed by the student in his cadenees. 

Major 
«J Upper Voice 
1 




1 The plagal cadenee is of no concern here ; it does not teach the student anything of technical importance, 
though in a composition it might produce a stylistic effect. 
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Minor 
a) Upper Voice 
1 _ 2 




iJ Lower Voice 
1. 2. 



3, 




HOW TO PROCEED WITHOUT f< GIVEN CANTUS FIRMUS 

§ 84. In § 52 the tendency of the smallest notes was discussed and the student was 
advised to begin with longer notes, and postpone smaller notes. One of the voices had 
best begin with a longer note, while the other uses smaller ones. The voice using the 
longer notes may then be treated like a CF. 

§ 85. Syncopations are very useful, especially if they prepare a suspensión. As the 
suspensión must be resolved on the next beat, a continuation is provided. 

§ 86. By means of the preceding exercises the student should be able to remember 
a certain number of melodic progressions and their relation and applicability to a 
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second voice. Such progressions wül help him to find continuations. Also helpful are 
other conventionalized formulas, such as the cambiata and the interrupted resolution. 

§87. Now more than ever the student must iisten' to his voices as regards their 
fluency. A melody wül often reveal a tendency to move in a certain direction. And 
often a change of register must take place for the avoidance of monotony. This latter 
is frequently caused by repetition of tones or successions of tones, and also by voices 
remaining too long in one register or moving too much in one direction. 

§ 88. An example of how to proceed without a CF now follows: 
Suppose that the soprano begins with a whole note tied over to the second measure : 

1^_2 

~ * *| > = This note can be treated in many ways. It can remain a consonance, as in 

the following examples, although a consonance does not usually produce a good 
beginning for a continuation: 
,) i 2, b) 1 2r á 1 2, d) 1 2i 




A dissonance, i.e. a suspensión, wül produce a better continuation, an advantage the 
beginner should remember when he has to work without a given voice and is not yet 
in a position to use motifs. 

In the following example the movement of the second voice can make this tied note 
a seventh (as at (a) and (d)), a fourth ((6) and (c)), a second ((e)), or a ninth ((/)). The 
latter two intervals, however, are scarcely usable here. 

i) 




The lower voice might also move in the following ways if the upper voice is sus- 
pended: 
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Or, if the lower voice is suspended, the upper voice might move like this: 




However, the following two suspensions are impossible for well-known reasons: 
i «0 _ i i) impossible 




After such beginnings one may continué by always treating the longest note like 
a CF against which there can be written either notes of the same length (as in first 
species) or smaller notes (as in the other species). However, one should not use the 
suspensión too regularly— in the upper voice one measure and in the lower the next, 
etc. The most effective procedure is best decided upon by 'listening' to the tendency 
of each of the voices and continuing them freely according to this tendency. Espe- 
cially to be avoided is the definite production of regular 'phrasing'. 

The examples need not be more than five to seven measures long, but less than four 
measures is too short. As soon as one has written three or four measures one should 
begin preparing for a conclusión, using progressions like those in § 83 for this. 

The student should try concluding the following examples: 




§ 89. The following treatments of the suspensión are of considerable use: the second 
voice might move (1) simultaneously with the suspensión into another consonant 
resolution (as at X in (c) of the preceding and (a) of the following example), or (2) 
during the course of the suspensión by step or leap before the resolution occurs with 
a consonance (as happens in nearly all of the following examples). A consonant tone 
is preferable for leaps, while ín stepwise movement both consonances and dissonances 
may appear. 
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In (é) a ninth (marked E3 in this and other examples) is produced by contrary 
motion, and the voice then proceeds stepwise through a consonance to meet the 
resolution. But in (/) the ninth enters in an alarming manner, causing suspicion. In 
anticipation of the upper voice becoming a suspensión, the ninth is introduced in 
a motion parallel with that of the resolution, making one suspect parallel 8s. But 
paraUel 8s never in fact occur because when the resolution takes place the lower 
voice has eluded the danger by contrary motion. This could also be achieved by 
means of a cambiata: 



r rrfT ♦ 

In (í) a similar problem concerning the ninth is solved by continuing the descent step- 
wise so that a third is made with the resolution. 

Leaps to tones consonant with the suspensión can be seen in (ni), (o), (p), (q) and 
(r) (at ®). Tones dissonant to the suspensión, as in (k), (/) and («) (at CD), are used 
on the grounds that they would be consonant with the resolution, although they make 
the suspensión twice a dissonance — 7 and 4 in (k), 4 and 7 in (/) and 4 and 2 in (ri). 

COMMENT ON CADENCES, EXAMPLE 40 

These examples are longer than necessary, especially those in minor. Some might 
have been made shorter if, after neutralizaron in one voice, the other voice had not 
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entered into a situation requiring neutralization, too. Thus, 40g could have ended 
after ms. 4 in this manner: 





But as it is, practice in fluent writing, and particularly in writing in minor, hejps to 
overeóme the difficulties raised by the turning-points. The student should not mind 
writing long examples if he can, at the same time, avoid monotony. 

Observe the alto in ms. 3 of 40i. It makes the tenor a dissonance on the first beat, 
but in turn becomes a suspensión itself, a suspensión correctly prepared — it begins as 
a consónanos on a weak beat (second) — and resolved on the fourth beat. The only 
differences between this and previous procedures are that the size of the notes has 
been halved — there are quarter notes where there were half notes formerly — and that 
what only carne on the first strong beat formerly, oceurs here on the second strong 
beat. 
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Ex. 40 
tóMajor 
1 
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VIII 

SECOND COMPOSITIONAL APPLICATION: 

CADENCES TO VARIOUS REGIONS; 

MODULATION 

REGIONS AND MODULATION 

§ 90. For reasons of form contrast is necessary, even in smaller compositions. Among 
the most eífective ways of obtaining it are functional changes in the structure of the 
harmony. 

§ 91. In former times, if, in a piece or a segment of it, there appeared one or more tones 
foreign to the tonality, if in particular such a segment moved with the use of cadential 
features to a degree other than the tonic, one used to speak of a modulation. This may 
have been correct in the earlier stages of music when a foreign tone amongst mere 
tonal harmonies was really an outstanding event. But in Bach's time, and even before, 
this term modulation was no longer adequate. 

§ 92. The term modulation is only adequate if (a) a tonality has been abandoned 
definitely and for a considerable time, and {b) another tonality has been established. 
For this reason one should speak more often of a change from one región of a tonality 
to another región of the same tonality, than of a modulation. In this treatise, however, 
the term modulation will often be used to describe the change from one región to 
another. 1 

THE RELATIONSHIP OF REGIONS 

§ 93. The closest relatives of a major tonality are its relative minor (submediant), the 
donúnant and its relative minor (mediant), and the subdominant and its relative minor 

I have introduced the term región in order to establish and strengthen the principie of monotonality, 
*hich aíms at a unified apprehension of the harmonic movement within a piece of music. By means of this 
concept the distinction between enriched or extended tonality and modulation will be sharpened. If, as 
stated above, tones and progressions of harmonies appear in a piece or some of its segments, which are not 
diatonic, this need not be consideren a modulation. If the movement establishes one of the degrees as a 
'ooic with the aid of cadential features, this might be considerad a change of región. If the movement fails 
t0 settle down, this should be considered as a case of roving harmony. For more on this subject see 
Structural Functions of Harmony, where all of the regions are evaluated. Movement or modulation to 
re mote regions is not included in these preliminary contrapuntal exercises. Accordingly, the list of avail- 
able regions given in § 93 is reduced so as to include only trióse which will be used in these exercises. 
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(dorian). In the following chart these relationships and also those of the minor ton- 
ality are explained : 



Regions* 
D ,m 

(Th-~sm 

SD Mor 



THE CLOSEST RELATIVES OF MAJOR 
Degrees 
V m 




In C Major 
G -e> 



Regions* 
subT v 



In A Minor 
G t e 





THE CLOSEST RELATIVES OF MINOR 

Degrees 
VII V 

VT IV 

*List of Abbreviations: 

(Capital letters indícate major-like regions. 
Small letters indícate minor-like regions.) 

T and t indícate tonic. SM and sm indícate submediant. 

D indicates dominant. M and m indícate mediant. 

v indicates five-minor. dor indicates dorian. 

SD and sd indícate subdominant. subT indicates subtonic. 1 

§ 94. These relationships express approximately the relationships between the modes. 
Note that as VII in major and II in minor are diminished triads no regions are based 
upon them. 

§ 95. Modulations to each of these regions are carried out in the examples men- 
tioned below: 



From a major tonality there is 
modulation to the región of 

(1) Submediant (relative minor), in 
Ex. 41. 



From a minor tonality there is 
modulation to the región of 

(1) Mediant (relative major), in 
Ex. 42. 



1 This región, which is called the subtonic ¡n Structural Functions of Harmony, may seem remote if onc 
does not take into account the fact that Aeolian is only a 'mode' of major. In general, therefore, minor 
has the same relatives as major. 



From a major tonality there is 
modulation to the región of 

(2) Dominant, in Ex. 44. 

(3) Mediant, in Ex. 45. 

(4) Subdominant, in Ex. 46. 

(5) Dorian, in Ex. 47. 



From a minor tonality there is 
modulation to the región of 

(2) Five-minor, in Ex. 48. 

(3) Subtonic, in Ex. 49. 

(4) Subdominant, in Ex. 50. 

(5) Submediant, in Ex. 51. 



MODULATIONS TO RELATED REGIONS 

§ 96. These shall be carried out in short sentences, six to ten measures in length, in 
accordance with the following directions : 

Every change of región requires neutralizaron of the cross-related tones and the 
cnrployment of melodic lines that are neutral, that is, melodic lines which contain 
a number of tones common to the two regions concerned. The sentences shall there- 
fore consist of four parts as follows : 

(1) A statement of the tonality of departure. In simple cases the presentation of the 
tonic may be sufficient, but it is usually better to elabórate a little more. 

(2) A neutral zone where only those tones appear which are common to both the 
regions and where the cross-related tones are neutralized, as in the procedure for 
minor (see §§ 64 ff.). 

(3) The modulation proper, that is, the turning towards such tones as are character- 
istic of the tonality of the goal. 

(4) Finally, a cadenee in the tonality of the goal. 

§ 97. Comparison of the scales of the various regions as illustrated below will show 
which tones are cross-related (marked X), Le. which have to be neutralized or can 
perform the modulation. 



A) from C major 
submediant (a minor 



B) from a minor 
Mediant (C major) 




Tonic (C major) 
Dominant (G major) 



X X 

onic(a minor) 

v minor (e minor) 
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A) (conl.) 
Subdominant (F major) 



B) (cont.) 
subdominant (d minor) 




MAJOR TO RELATIVE MINOR (sm) AND MINOR TO RELATIVE MAJOR (Af) 

§ 98. In the descending major scale there are segments in which the 7th and 6th tones 
of the relative rainor are neutralized because the descending minor scale is identical 
with the corresponding-part of the major scale. This identity can be used for the 
change from major to relative minor (sm) and vice versa (Af). This would account for 
a turn towards major in many of the examples given previously in minor (Exs. 32-35). 

§ 99. In a similar manner examples in major can turn towards minor (sm), if and after 
every 5th tone (such asg in C major) has been neutralized downward into a 4th tone 
(/), and every 4th tone into a 3rd tone (e), as if they were 7th and 6th tones of relative 
minor respectively. This procedure is illustrated in Ex. 41. 

COMMENT ON MODULATIONS BETWEEN RELATIVE MAJOR AND 
MINOR REGIONS, EXS. 41 AND 42 

All of these examples were previously cadenees in major in Ex. 40. In each of them 
a point has been found where the aforementioned change of concept can be applied. 
In 41a neutralizado n of theg in the alto (ms. 3) precedes the application of substitutes 
in ms. 5, as it must. For this reason the initial g in the soprano had better be omitted. 
In 416, ms. 4, one can tolérate the neutralization by means of an interrupted resolu- 
tion. Here no substitute for the 6th tone is used. 41c has been changed slightly from 
the original in ms. 4. 

In Ex. 42, cadenees which originally appeared in minor (40g and ;) now turn 
towards the relative major. This process starts taking place in ms. 5 of 42a and ms 3 
of42¿. 



Ex. 41 from Major to Minor (tm) 
a) (from 40o) 

i _2 3 



cadenee 




X X 



i) (from 40c) 

i. a 
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Ex. 42 from Minor to Major (JO 
a) (from V>g)_ camb. 




MODULATIONS WITH A GIVEN VOICE 

§ 100. It might be easier for the student to carry out these modulations to a CF or to 
a given voice in mixed notes at first. A few such voices are presented in the following 
«tamples. The words 'neutralization', 'modulation' and 'cadenee' indícate approx- 
imately where these procedures may be applied. Both upper and lower voices are to be 
added. 



from Major to Minor (tm) 

neutralization 



modulation 



cadenee 
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e) F-d (mixed notes) neutr. mod. cad. 




from Minor to Major (ID 

e) g-Bt ^— ~_ neutr. 



mod. 



cad. 




In Ex. 43 four of these exercises are worked out. 



COMMENT ON MODULATIONS WITH GIVEN VOICES, EXAMPLE 43 

In 43a, the neutralization in the alto voice occurs in ms. 3. The great distance 
between these two voices is a minor shortcoming. In 436, ms. 5, the resolution of the 
suspensión d into c coincides with an/#; this can be excused since the latter can be 
considered as part of a cambiata. Compare 42a, ms. 3, where the cambiata does not 
end on a consonance because the/ff in the alto is a suspensión which resolves on the 
second beat. This may be tolerated too. 

The cadenee in 436 is a little weak because the subdominant is not expressed 
distinctly enough, at least in the bass. Besides, the intermittent parallel 5s in mss. 3 
and 4 are objectionable. The same is also true of 43c, mss. 1 and 2, although this 
example has a better cadenee. 

In 43o", the same given voice has been used as in 43c, but here an upper voice— the 
soprano — has been added. This voice is rather fluent but the cadenee is again a little 
indefinite. 
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MODULATIONS TO OTHER REGIONS 

§ 101. Modulations or cadenees which connect the closely related regions indicated on 
the chart can be produced in much the same way as modulations from major to 
telative minor (Ex. 40). Such modulations, too, can be executed with the characteristic 
tones of the tonality of the goal, after neutralization. Note that all of the examples 
below have rather long cadenees to enable the voices to bring in the tones peculiar to 
the new regions. 



COMMENT ON MODULATIONS TO OTHER REGIONS, EXS. 44-51 

In a modulation to the dominant región the 4th tone of the tonality of departure 
(/in C major) is cross-related with the dominant's leading tone (/#). In 44a, ms. 2, the 
descending progression elimínales the cross-relation in the alto, so that/# can then 
follow in ms. 3. Compare also 44¿> and c. 

Modulation to the mediant región requires the neutralization of three tones: the 
4th tone of the original región (/in C major) as well as the two natural tones of 
descending minor (d and c). In 45b this is accomplished by one descending scale Une 
"i mss. 3-4 of the tenor. In 45c observe the deceptive progression in ms. 7. 

The neutralization before the appearance of the subdominant región is brought 
a bout simply by ascending with the leading tone of the tonic región (b in C major), as 
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shown in mss. 2 and 3 of 46a. Notice that these examples are written in the meters of 
3/2, 6/4 and 3/4, which should not be forgotten by the student. 

The approach to the dorian región, like that to the mediant, requires the neutraliza- 
tion of three tones, In 476, ms. 4, the tenor's c# on the third beat makes the d of the 
alto a ninth. The tenor does not wait for the resolution but jumps to a making the c# 
a tenth. In ms. 6 the tenor enters on the third beat as a fourth to the/f of the alto, 
which is not incorrect as all these notes can be considered as passing notes. But the 
eighth note d which follows definitely improves the situation. 

Exs. 48-51 illustrate modulations starting from a minor tonality. Notice that in 
moving to the v-minor región in 48a both the natural 6th (/ti) and substitute 6th (/#) 
tones are neutralized, the former descending to the 5th tone, e, the latter ascending to 
the substitute 7th tone, g#. The alternatives in ms. 4 provide greater rhythmic variety 
than the original. Observe also the unusual rhythm of the cambiata in ms. 3 which 
prevents the appearance of the seventh in parallel motion on the third beat (/# to e 
above) that would have resulted if the usual rhythm in even quarter notes had been 
employed. 

In 49a, which leads to the subtonic, there is a return in ms. 2 to the 7th tone of the 
descending scale which necessitates repetition of the substitute 7th tone. In 496, g$, 
the leading tone of A major, proceeds to a in ms. 5, but the tenor produces a deceptive 
progression with its/ff. In ms. 6, the tenor uses a characteristic eighth note figure 
which is very effective in keeping up the metrical movement. In 49c, ms. 2, the/of the 
tenor makes the c a suspensión whose resolution would be a dim. 5. The interrupted 
resolution postpones the 6, however, until the tenor has g, a sixth. The leading tone 
da,, which is introduced in ms. 3, should really have appeared again in this example. 

Ex. 50 leads to the subdominant. In 506, ms. 8, the c of the alto is a dissonance on 
the first eighth note ; the second eighth note makes it a consónanos, but then the half 
note g on the second beat makes it a dissonance again. This g followed by an/# offers 
in itself the aspect of a dissonance. In 50c, the modulation is brought about by the 
passing/j? in the bass (ms. 2). 

In the examples leading to the submediant (Ex. 51) the modulations occur rather 
rapidly, but the lengthy cadenees that follow definitely do establish the new regions. 
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A. from Major 

Ex. 44 to Dominant región 

a) C-G 

1 2 




neutr. 



mod. 
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cad. 
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c) A-E 
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Ex.45 to mediant región 
a) C-e 2 3 

1 r ~~ camb 




e) G-b 
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Ex. 46 to Subdoir.inant región 
a) C-F 

1- - 2 x 3 
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Ex. 47 to dorian región 
a) C-d camb. 



B. frora Minor 
Ex. 48 to v minor 
a) a-e 

1 2 x * 3 x . M * 4 
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Ex. 49 to Subtoníc región 
a) a-G 
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Ex. 50 to subdominant reg-ion 
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PART II 

SIMPLE COUNTERPOINT IN THREE VOICES 



FIRST SPECIES 

Cantus firmus and two added voices in whole notes 

GENERAL CONSIDERATIONS: CONSONANCES AND DISSONANCES 
IN THREE VOICES 

102. Counterpoint in three voices offers the possibility of producing full triads. 

etc. 



§ 103. Triads may appear in first inversión— as 6-chords— but they may not appear 
ín second inversión— as 6/4-chords— until further advice has been given. 

but not 




6 6 6 



6 6 6 

4 4 4 4 



§ 104. It is always advantageous, though not necessary, to use full triads. A fluent 
and correct voice leading and treatment of dissonances, however, is more important. 
It may thus happen occasionally that all three voices meet in primes or octaves. 
Although this is not entirely wrong, it had better be reserved for beginnings and 
endings. As a general rule, however, either at least one consonant interval or a dis- 
sonance in the form of a conventionalized formula should be added to a prime or an 
octave. 

§ IOS. If only one consonant interval is added, there are various possibilities for 
doubling the third voice, as can be seen from the following examples: 




aU 
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A. If the fifth is added to the lowest tone, either the lowest tone is doubled as 
in (1) or the fifth is doubled as in (2): 
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B. If the third is added to the lowest tone, either the lowest tone is doubled as 
in (1) or the third is doubled as in (2): 




C. If the sixth is added to the lowest tone, either the lowest tone is doubled as 
in (1) or the sixth is doubled as in (2): 




§ 106. Consonant triads can be constructed on the various degrees of the major and 
minor scales in the aforementioned ways. The diminished triads on VII of major, 
and II, VI and VII of minor cannot be considered consonant, however, as the dis- 
sonant interval of diminished fifth (—5) appears above the lowest voice. 
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VII major 
II minor 



VI 

minor 



VII 
minor 



§ 107. The diminished triad is only permitted as a consonance in the first inversión, 
where the consonant intervals of 6 and 3 appear above the lowest voice. 
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Minor 





5 108 The augmented triad on III of minor is also considered dissonant because of 
ITr Jenc; oSonant interval, the augmented fifth (+5), above the lowest vok*. 







S 109 The second inversión of triads, the 6/4-chord, is of course dissonant because 
of the presence of the interval of the 4 above the lowest votce. 



«110. However, these dissonant diminished and augmented triads and 6/4-chords 
too, are often produce by passing notes or suspensions, as the followmg examples 
show: 
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HIDDEN PARALLELS IN THREE VOICES 

§ 111. The danger of open and hidden parallel 8s and 5s becomes greater, of course, 
the more voices there are involved. However, there may at the same time be greater 
tolerance for these hidden parallels, especially if only one of the voices is an outer 
one. As a matter of fact there are numerous cases where the greatest composers have 
not been afraid to use them. Such hidden 8s and 5s as those in the foUowing example 
can hardly be excluded : 




The worst cases of hidden parallel 8s are of the type shown in the following 
examples. These must be avoided absolutely because the note into which a passing 
or suspended dissonance has to move should never be taken in parallel movement 
by any other voice. The dissonance must land on that particular note, the other voice 
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does not have to. Movement of the second voice on to it is unnecessary; and the ear 
would not acknowledge such movement. 1 




9-8 



ADVICE AND DIRECTIONS FOR THE FIRST SPECIES 

§ 112. Select three neighbouring voices such as soprano, alto and tenor, or alto, tenor 
and bass. Do not use such combinations as soprano, tenor and bass, or soprano, alto 
and bass, 

The CF can be in the upper, middle or lower voice. If it is in the soprano, the alto 
and tenor will be added ; if it is in the alto as highest voice, the tenor and bass will 
be added; if it is in the alto as middle voice, the soprano and tenor will be added, 
i.e. one above and one below the CF; if the CF is in the tenor as middle voice, the 
alto and bass will be added; if the CF is in the tenor as lowest voice, the soprano 
and alto will be added; and finally, if the CF is in the bass, the alto and tenor will 
be added. 

1 The student often arrives at emergencies in part leading where he does not know how to obey one rule 
without violating another or is forced to renounce a laudable achievement. As a teacher I have asked my 
students to mark such violations thus (+), indicating that they were aware of them. These I would then 
sonsider lesser evils. 
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COMMENT ON EXAMPLES IN FIRST SPECIES, EXS. 52 AND 53 

It should be repeated that an incomplete harmony like that in ms. 3 of 52a need 
not be avoided (see § 104 and § 105). The same type of harmony occurs in 526, ms. 3, 
and in many other examples. A succession of 6-chords, as in 52* and c, is also 
admissible. The 6-chords in 52/, however, progress for too long a time in consecutive 
parallel motion, and this is not to be recommended. 

In the cadenee the final tonic may be preceded by (1) V, as in 52a, g, h and k, 
(2) V6, as in 526, /and j, or (3) VII6, as in 52c, d, e and i. 

Other points to observe: as in first species in two voices, the repetition of tones 
is not wrong, least of all in middle voices (see 526 alto, 52c tenor, and other examples 
where the notes are tied). In 52d, however, the bass does perhaps stop for too long 
a time on one tone. 

Hidden 5s oceur in 52g, ms. 9, and 52j, ms. 7; they are almost unavoidable here. 
Compare § 111. 

Melodic repetitions oceur in 52a where the tenor voice produces monotony by 
bringing in c three times and g twice, and in 52A where the interval of a third appears 
three times in succession in the midst of an otherwise good example. 

Examples in minor 

The examples in minor (Ex. 53) suffer because of the severe demands of neutraliza- 
ron (see 'neutr. ' in examples). There is little variety in the harmony, and the voice 

leading is mostly monotonous. In 53/it is difficult to continué at all without violating 
one of the rules, if the g in the bass at ms. 4 is used. Perhaps one could use two half 
notes, as in the next series of examples, to improve the situation. 

better 
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II 

SECOND SPECIES 

Two volees added to cantus firmus: one in whole notes and one in kalf notes, 
orboth in half notes 

ADVICE AND DIRECTIONS 

§ U3. In the first exercises in second species it is recommended that half ^notes be 
written in only one of the volees. There are thus the follovving possrbihties in three 

(1) (2) (3) (4) (5) (6) 
CF CF , =1 * «• 

J CF CF J 
J . J , CF CF 

§ 114. In the writing of half notes the same principies as those described for two 
volees ísee « 1 5 ff.) should be followed. These are that consonances may be used on 
bo^strong and weak beats, and that the only dissana** should be the passmg note 
on the weak beat. 

§ 115. Full triads in root position or first inversión should appear as often as ^ possible 
tf the voice leading does not suffer thereby (see § 104). If a full tnad isno posstble 
on the strong beat it is a good idea to bring in erther ^^^^JJ. 
below), or a tone which belongs to a different harmony (8-11 below), on the weak 

56411 „ •« r. fi 7 8 9. 10. 11. 

1. 2. 3. 4. 5. 6.. 7. 



Voices : 
Upper: 
Middle: 
Lower : 




COMMENT ON EXAMPLES IN SECOND SPECIES, EXS. 54 AND 55 

In some of the examples in second species (Ex, 54 and 55) it is ™*W«>™ 
half notes in both voices in the penultimate measure (at ®) for there to be con 
sonances on both beats. A perfect cadence-II-V-I-is produced in most cases as 
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a consequence (546, c, g andy). In 54¿, on the other hand, the V is preceded by VII6 
on the first half note, while in 54/ the second half note is a passing dissonance leading 
to an ending on the third. Suspensions are used in the endings of 54* and / in 
anticipation of fourth species in order to avoid less satisfactory solutions, such as: 

o) b) 

>10 11 12 10 11 12 




In 54c, the intermittent 5s in mss. 2-3 are tolerable— but these 5s are only tolerable 
in three voices, and not in two— because of the interval of the fourth in between. 

In 54d the contour of the tenor is not very good. What is objectionable here is that 
first the tenor continúes in the same direction after a leap (at D) and then a broken 
chord follows. 

In 54e, ms. 2, the diminished triad in its first inversión (VII6) is introduced. Notice 
also its appearance in 54y, ms. 6, and in the penultimate measures of 54* and /. 

In 54/ two interesting passing notes occur. The first, in ms. 3, may not sound well 
on the piano as it is a second to the bass, but it is good in vocal writing. The second, 
in ms. 5, makes an augmented fourth. 

Notice that some of the examples begin after a half note rest; this also happened 
in two-voice writing. 

In minor (Ex. 55) the ending with two half notes presents difficulties whenever the 
leading tone (g# in A minor) appears on the first half note. This makes necessary the 
insertion between the 7th and 8th tones of another tone (e, the 5th tone or b, the 2nd), 
as in 55a, b and e (at 0). In 55í/, however, the only way out of this difnculty is to 
use a whole note (at E3). In a few instances half notes are used in the second added 
voice (see 55íi, </and é); this is primarily to facilítate voice leading. 
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Ex.54(eont.) 
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TWO VOICES IN HALF NOTES 



§ 116. If two added voices move in half notes there is the danger that too many 
dissonances will meet simultaneously as for example at xa, xb and xc of Ex. 56. 
Such dissonances need not be entirely excluded, altnough it is doubtful whether 
a beginner can take responsibility for them. The problem is best avoided byeither 
not using two passing notes simultaneously or having one of the voices consonant 
with the CF. In the following example consonances occur in both voices in (a) and 
(A) (VII6); in (b) (6/4-chord), (c), (/) and (g), a passing note appears in only one of 
the voices; while simultaneous passing notes in both voices are found in (d), (e) 
and (/'). The latter occur either in parallel motion (only thirds and sixths are per- 
mitted for this) or, and this is commoner, in contrary motion as in (e) and (/). 
b) c) d) 




Vil» 



COMMENT ON EXAMPLES WITH TWO VOICES IN HALF NOTES, EXS. 56 AND 57 

Passing notes are used in the various ways mentioned above; in some cases they 
will produce diminished triads in root position (56a at □) and in others 6/4-chords 
(56a, b, c and d). In 56í>, ms. 5, the passing note d in the alto is dissonant to both 
other voices, and there is the unusual phenomenon of a tenor jumping in parallel 
motion to the tone a, which is a fourth with the alto. This tone, however, is consonant 
with the soprano, and so is correct. A similar case may be found in 56c, ms. 3, where 
the passing note a in the upper voice is also dissonant to both other voices. In 56¿, 
ms. 9, the passing seventh produced by a tenor leap in parallel motion can be 
explained similarly. 

Endings with both voices in half notes can usually have satisfactory changes of 
harmony on both beats. In both 56d and e there is a perfect cadenee — II6-V-I. 
An ending in 56c, however, is difficult, if not impossible, because of the leading tone 
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„ the bass, the CF. Only one harmony, V6, can be expressed in this case. As the 
Sllowing shows, none of the solutions are very satisfactory: 

h> 7 




Though contrary motion is in general of a higher order, parall f ™*^ =£ 
be excluded entirely if it does not last for too long a tune. Thus the P^e 1 3s o 
tetTU for example, are quite good, but perhaps there » too much parallel 

as hidfe'n 5s Ir produced, though it would be difficult to find another sota*» 
Tn mSor (Ex 57) the usual problems of neutraüzation anse, especiaUy at the 

en" 5 7^^ 

have been possible in the penultimate measure, if the/H (X) had been neuir 

6 7 




But the suspended a resolving into the leading tone rf -ha had to be u^T mstead 
A similar case oceurs in 51b where the unneutrahzed fth i tone m the so ^o ^ 
3 (X), makes it neessary to use the suspended 6/5-chord mstead fj^gg 
6th tone as shown in the alternative. In 57c the leading^ ^ "^ S .^f nt 'oS 
though the V-I of the cadenee is still expressed. In 57J the final V is even ^uced 
as a passing 6/4-chord. FinaUy, in 57, the substitute 6th tone could ^be ^odu^ n 
the penultimate measure in place of the suspensión shown here, although the alto 
voice leaves much to be desired in either case. 
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The intermittent 5s in ms. 9 of 60c are not intolerable because the movement of 
the quarter notes constantly changes their harmonic meaning. But they can be avoided 
as the precedmg example shows. 

Severa! syncopations and suspensions appear in the minor examples; these will 
be explamed more fully in fourth species. The dissonances in mss. 7 and 8 of 61a 
in particular, require further explanation. 
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Ex. 59 Minor 
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Ex. 60 (cont.) 



10 A .*s 




Ex. 61 Minor 
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IV 
FOURTH SPECIES 

Addition of syncopated half notes to a cantus firmus and whole 
notes or quarter notes in the third volee 



notes, half 



ADVICE AND DIRECTIONS 

§ 119. There are several variants possible in this species in that the third added voice 
can be wntten in whole notes, half notes or quarter notes, or even in syncopations 
and m.xed notes. It is recommended that the student tries exercises in whole notes 
and quarter notes first before attempting anything further. 

§120. As in two-voice writing (see §§36rT.) the syncopation must begin as a con- 
sonance on the weak beat, the second half note being either a consonance, or a sus- 
pensión whose resolution follows immediately. 

§ 121. If the second half note is a consonance, cases like the following will result: 




§ 122. Intermittent 8s or 5s like those in the following example should be avoided: 
•° ; . a; , , c) . . i i) 



The movement of the third voice in half notes or quarter notes, however, is usually 
capable of hiding these intermittent parallels (see 64a, mss. 6-7). 
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SUSPENSIONS IN THREE VOICES 
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§ 123. A suspensión requires : 

(a) A preparation that is consonant with both the other voices, and 

(b) A resolution that is consonant in the same manner, i.e. that produces a full triad 

for 6-chord, or is otherwise consonant with both the other voices. 
A number of cases of suspensions are illustrated in the following examples: 




§ 124. As in two voices, one must avoid anticipating the tone onto which a seventh 
resolves. See (j) of the preceding example, which is incorrect. Strict counterpoint 
forbids even the use of the tone onto which a ninth resolves, in the middle and lower 
voices, as in (n). But if there is good voice leading this may be tolerated. 

§ 125. Intermittent parallel 8s and 5s following suspensions should in most cases be 
avoided. They often oceur in the following ways: 
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These intermittent parallels may perhaps be tolerated, however, if one of the voices 
involved is a middle part, especially when more than three voices are employed and 
a rich change of harmony results. 

,»J ! . . i) 




But such complica ted cases had better be avoided by the student to begin with. 

COMMENT ON EXAMPLES IN FOURTH SPECIES, EXS. 62 AND 63 

In 62a, ms. 3, the suspensión b (at ®) is a second to the alto's a. This is quite correct 
for voices, even though it would not sound well on the piano. 

In the ending of 62a the advantages of the suspensión become evident. In 62¿>, 
however, although the syncopation has to be abandoned, a good ending is still 
possible. In 62c the ending requires the use ofhalf notes in the upper voice (ms. 6). 

In 63a, the first of the minor examples, use of VII of /1-minor as a 6-chord in ms. 7 
gives a fair ending. The alternative here, however, is even more interesting because 
in the penultimate measure (at ®) there appears an augmented triad which no theorist 
would forbid. Interesting also from the standpoint of rich harmony is the ending of 
63c where both the cfl and d% change their harmonic meaning within the measure. 
An attempt in 63^ to make the alto more interesting ends catastrophically in ms. 4 
because the d cannot be neutralized. 
Ex. 62 




Ex. 63 Minor 
CF 1 % 
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SYNCOPATIONS WITH ADDED VOICE IN HALF NOTES OR QUARTER NOTES 

§ 1Z6. A variant of fourth species is to write the added voice in half notes or quarter 
notes. Movement of this voice during a suspensión onto a tone consonant with the 
resolution (cf. § 89) will then occur, as in Ex. 64 where only quarter notes are used. 
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SUSPENSIONS AS SEVENTH CHORDS AND THEIR INVERSIONS 

§ 127. Seventh chords and their inversions are often brought about by such suspen- 
sions in three-part writing. They are usually resolved in conjunction with move- 
ment in the third voice. Harmonically these chords can be explained as follows— they 
are shown here (with their resolutions) as V7-I : 




The same treatment can be applied to the II degree: 




One can thus regard the appearance of the inversions 6/5, 4/3 and 2 as being due 
to the mere interchanging of upper voices and bass. 

§ 128. In the following examples in three voices suspensions occur as seventh chords 
and their inversions, the added voice being in half notes. Notice that the added voice 
must move into the resolution in order for it to be consonant. In the 4/3 suspensión 
both voices have to be suspended as they are both dissonant to the CF. 

b) e) 

CF 




FOURTH SPECIES 

§ 129- Quarter notes are used in the following example rather as half notes are in 
the preceding one. The resolution of the suspensión always occurs on the third beat, 
but the second quarter note is either a passing note ((a) and (¿)) or a tone consonant 
with the CF, as in (c), (e) and (/). An interrupted resolution appears in (d) where both 
voices are written in mixed notes. 
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§ 130. Suspensions of the same kind are illustrated in minor in the following 
examples: 
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As in some of the preceding examples, suspensions sometimes appear in both voices, 
particularly with the 4/3-chord. In (/) all three voices move together in the first 
measure; this procedure is actually more characteristic of cadenees without CF (see 
Chapter VI). 

OTHER TYPES OF SUSPENSIÓN 

§ 131. Other types of suspensión, including 5/4, 5/2, 6/2 and 3/2 ones, and also 
resolutions into chords other than those mentioned previously, appear in the follow- 
ing examples. The added voice, which sometimes moves in mixed notes too, may 
contain during the suspensión: (1) only tones consonant with the CF, as in (a), (e) 
and (/); (2) passing notes on the second beat which move onto tones consonant with 
the resolution, as in (6), (c), (0, (k), (/) and (m); or (3) tones which are part of a cam- 
biata, as in (g), (h) and (j). In (d) an interrupted resolution is used to continué the 
movement in quarter notes. 




FOURTH SPECIES 

§ 132. Similar suspensions in minor are ülustrated in the examples that follow. In 
(e) and (/) (at ®) all three voices move into the resolution. Although this cannot be 
done with a CF, suspensions are in fact often treated this way (see Cadenees Without 
Cantus Firmus (Chapter VI)). 

b) l I f <0 reutr. 
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COMMENT ON SUSPENSIONS WITH ADDED VOICE IN QUARTER 
NOTES, EXS. 64 AND 65 

Fluent movement in the added voices should always be the main concern. Whether 
or not they produce a full triad, and whether or not they change the harmonic meaning 
within the measure, is of lesser importance, though full triads and changes of harmonic 
meaning do contribute greatly to the quality of the examples. In ms. 1 of 64a the tone 
c of the CF changes its harmonic meaning twice through the a of the tenor and the 
e-/of the alto. And in the first half of ms. 2 the alto similarly gives the 6 of the CF 
a double meaning. On the third beat there is no complete triad; the passing note/ 
in the alto, however, compensates satisfactorily for this slight shortcoming. In ms. 4 
the harmony remains colourless in the second half, though it was very impressive 
in the first half. The absence of a suspensión in ms. 9 is compensated for by the 
interesting movement in the alto; if there is a weakness here one could consider it 
to be in the tenor's anticipation of the g in the CF. This measure is also not very 
good because all three voices descend, and do not entirely avoid intermittent 5s in 
the process. The alternative for the penultimate measure shows a good way of avoid- 
ing the consecutive dissonances in the alto. 

In 646, ms. 3, all three voices have 6 b on the third beat. This had better be avoided, 
«id the alternative used instead. Ms. 8 illustrates the solution to an interesting 
Problem. While the alto is preparing the eb in ms. 7 to become a suspensión resolving 
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onto d in ms. 8, the bass also has an efr (on the fourth beat of ms. 7); and it moves 
from this down to d on the first beat of ms. 8. Were the bass to remain on this d it 
would produce parallel 8s. But in fact when the d appears in the alto, the bass has 
already moved down to b\>. 

In ms. 10 of the same example there appear three successive dissonances in the 
bass : a seventh to the tenor, a fourth to the alto and a diminished fifth to the tenor 
respectively. As it is impossible to consider all three as passing notes it would be 
necessary to change the alto as indicated. 

In 64c the upper voice ends with the third. Although this does not strictly conform 
to the rules it need not be avoided. 

In 65a, ms. 3, the manner in which the 5s are avoided in the soprano is correct. 
The frequent appearance of the natural 7th tone, gi\, in the soprano makes its return 
in ms. 6 necessary for the neutralization. But the repetition of the g# in mss. 7 and 
8 is awkward. The first alternative is a poor solution to this problem, and the second 
a fair one. 

In 65c, mss. 1-2, the soprano moves in intermittent 5s with the tenor. This is 
usually excused on the grounds that the a\> in the soprano is a tone of the same 
harmony. In ms. 5 there is illustrated another escape from intermittent 5s. In ms. 6 
the cambiata moves in an interesting way from a ninth into a consonance with the 
resolution of the soprano. 



FOURTH SPECIES 



125 




¡8 



9 

55 







FIFTH SPECIES 

Addit ion ofmixed notes in one or two volees to ihe cantus firmus 



ADVICE AND DIRECTIONS 

8133. Three variants of fifth species are illustrated in the following examples I n 
Ex 66 only one of the added voices carnes mixed notes; the other has whole notes. 
Ku 67 mixed notes are combined with syncopaüons. In Ex. 68 both added voxces 
move in mixed notes. 

8 134 There are no new rules for this species. The inclusión of conventionalized for- 
mulas should not be overlooked, and their treatment should be revean 
three voices. And the rules of rhythmic restriction should be preserved (see §§ 48 ff. , 
as well as those concerni'ng the neutralizaron of tuming-points in minor (§§ 64 tt.). 
UnneutralLed tones are marked x in the examples, while their neutrahzaüon as 

Tn1he"foTowing examples the principal conventionalized for mulas-passi ng notes 
(+), cambiatas «.), suspensions (susp.), and interrupted resolutions (®)-are 
shown, and also movement during suspensions (□)• 
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COMMENT ON EXAMPLES IN FIFTH SPECIES, EXS. 66-68 

In 66a, ms. 5, the leap of the octave in the alto might be avoided in the way shown 
in the alternative; the alternative would avoid the leap to the tripled g in ms. 4, too. 

In 67o, ms. 7, the resolution of the suspensión in the soprano occurs on the second 
beat while the alto is still suspended, the latter not resolving until the fourth beat. 

In 67¿>, ms. 2, there is an example of the suspended 6/5-chord discussed in the 
preceding chapter (§§ 1 27 ff. ). 

In 68o, ms. 1, the entrance of the soprano doubling the note a to which the tenor 
has moved is not very good, although it provides a good melodic Une. 

In 686, ms. 2, the descending 7th tone of minor, e/t), is doubled in the alto — where 
the 6th tone then follows as a passing note. In the same measure the alto also passes 
through two dissonances with its two eighth notes — the fourth b and the dim.5 c. 
This is not entirely wrong, but there are probably too many questionable events in 
one measure. In ms. 7 the tenor moves first into a passing dissonance against the bass, 
and then into one against the alto from which it leaps. This also is a little too free. 






FIFTH SPECIES 
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Ex. 67 Mixed Notes and Syncopations 
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Ex.68(cont.) 
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THIRD COMPOSITIONAL APPLICATION: 
CADENCES WITHOUT CANTUS FIRMUS 

GENERAL CONSIDERATIONS 

the voice carefully ; use long notes f ^^. ?f?í*" , !f t he voices then overlap 

Sshment of a tonali<y, they deserve the aame of cadenee. 

5J37 . As a Preltafa a„ «* «he ^j o rr^«herta^ V 4S 

voice. 

ADVICE FOR THE TREATMENT OF ADDED VOICES 

II» Independen, of voices is an "*«gZ££^£^ 
writiQg. Having selected a certain number of voices, a com P oscr * h 

as posóle thafhis choice was correct. In .ev«y coa ^^T^^Slí 
aoudl the voices are necessary. When ibis happens one or ^ore of therr wW rest 
if a voice is singiag or playing it must be adding something necessary, and tfais 
to do on its own. 

§*». The fact that a voice is participating has to be noticeaU. ~ One * £ ™ 
means to this end is rhythmic differenüation. Exaggerating this advice a M^o« 
«Sd say ^t when one^ moves the other should not: when one v 01 c* moves m 
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small notes the other should not do the same — it should use longer notes instead. 
Simultaneous movement should be avoided. 

These rules are of course too strict, and contradictions to them can be found very 
often. Although at times it obscures the contours of the voices, simultaneous move- 
ment does not destroy independence entirely. On the other hand, rhythmic indepen- 
dence will always be effective. 

§ 140. One of the requirements which an added voice must fulfil is that of making 
the harmony richer and fuller. Of first importance is the fact that empty colourless 
harmonies will become more definite with certain additions, as for instance when a 
third, fifth or sixth is added to an empty octave, or a third to an empty fifth, or a 
fifth or sixth to a third, etc. We must not forget about passing notes and other 
dissonances, either. 

§ 141. This exercise in adding voices has been introduced here as preparation for a 
task which will occur more frequently the closer this course approaches compositional 
problems. The writing of chórale preludes and the addition of voices to fugue themes, 
for instance, require the abihty to do this. 

§ 142. In the following examples, first various given intervals are shown with added 
consonances (a~é) ; and then prepared suspensions (f-m) and passing notes (n-t) are 
illustrated: 
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COMMENT ON EXAMPLES WITH ADDED VOICES, EXS. 69-71 

Tn F* 69 third voices are added in three different positions to the two-voiced 
£SL of 2 (se? p. 79)-in the middle (69.), at the ^"»£g» 
(69c) Similar treatment is accorded to 406 in the examples of Ex. 70, and to 40g 

*¿T3££ÍS£ voÜs makes possible frequent harmonio changes as for 
Tne addition oí in in terrupted resolution is treated as a change of 

ES£TÍ an^ l^onytCZl^ün g tone a (at ^-nsonant 

wTboYh voices Ihe real resolution d makes the c of the alto a prepared ^^sonan^ 
In SÍ ms. 2, there occurs a treatment of the dissonance which has jnotb en used 

with smáller notes before. The b of the soprano is made a seventh on the last beat by 

%rcaL C eeh wdi ff erenttheharmonycanbec mewhentheposition 

voice is chanced by comparing the three versions of ms. 2 in bx. w . 
T 7 fl rhe added voice is monotonous because its compass is too narrow. In 
adStion" the/Tn the alto in ms. 3 is hardly admissible as it is a din, 5. A possible 
correction is shown in the alteraative. mnnfttnnm ,« thouch 

The added voice in 706 which is transposed to *b, » much less ^onou , though 
monotony would not be as bad in the middle voice as it would in the upper. And in 
Z wEis Ae lowest voice, it contains enough variety to function as a good bass, 
which is always a merit. ^ need for 

All the examples in mmor (Ex. 71) are a littie longer Dt ^ 
Mutralization of every 7th or 6th tone in every voice before subsütutes can appear. 
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Thus in 71a the tenor's c in ms. 5, and its d in ms. 6 ( ® ) require a retura to the same 
tones in ms. 8 for neutralization to take place. The tenor here is a little too low. 

In 71¿, ms. 1, the d% in the alto is questionable. The passing note g$ in the bass, 
which is a fourth to the tenor, is the cause of the problem. 

There is no reason why the added voice should not move in added 3s or 6s with 
one of the other voices occasionally, as in ms. 5 of llb. This, however, should not be 
taken too far. In general the addition of 3s or 6s is reserved for some form of double 
counterpoint where voices are constructed to admit them. 

After ms. 1, the added voice in 71c only uses tones of the descending minor scale, 
and thus sounds as if it were in E\> major. In some cases this might be an advantage, 
but as a general rule it is better for every voice to have the characteristics of minor. 
The/in the alto, ms. 8, is best excused as a passing note on the strong beat. 

In lid, ms. 2, one meets again the rapid change from ascending substitutes to 
tones of the descending scale encountered in 71a, mss. 4-5. The added voice of lid 
has an ugly repetition in mss. 4 and 5 and does not even get rid of the repeated g in 

ms. 6. 

In 71 e the soprano is so low in mss. 5 and 6 that the/of the alto in ms. 4 cannot 
be neutralized. This roay be excused where another voice, here the soprano in ms. 5, 
performs a neutralization in the same register. 

The syncopation of the first measure of 71/is questionable because a syncopation 
should begin on a strong beat. However, this rule is too strict for it to be possible to 
overeóme the difficulties of neutralization. The alternaüve, 71g, is given because the 
position of the tenor limits free movement in the other voices. 
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CADENCES WITHOUT GIVEN VOICES 

§ 143. As it is always the best procedure in dealing with cadenees ^ «¡^S" 
to use syncopations-preferably suspensions-as often as posabk ; in on 0^1^ 
it mighfbe of some help to consider a number o ways m wtnch ^spen^ons c*n 
be trLed first of all. Notice particularly in the following examples the m^miptod 
resolutions (marked ®) and the movement in one or both of the voices dunng the 
suspensions (marked □)• Parallel 3s and 6s oceur in some of the examples (g, h, i, / 
aj »d v), sometimes during the suspensions. 
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COMMENT ON CADENCES WITHOUT GIVEN VOICES, EXS. 72 AND 73 
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Following recommended procedure, one should begm with a long note and tie it 
Jr as a preparation for a suspension-as in the soprano of 12a. The contents of the 
first three measures are provided in this way. In mss. 4 and 5 the tenor acts similarly- 
fike a CF Z 12b it is the bass which assumes this role during the first two measures 
£alto and tenor then have syncopations. The movement of the f^"*« 
regulated according to the advice given for all the speaes in which smaller notes 
have to be added to longer ones. •„.:«. ¡c 

Rhy^hmic variation should, if possible, be brought inte, all three vo.ee it ms 
deSy a merit. It is good, then, that all of the examples at least begm with diffcrwt 
"ínThe course'of examples, however, the 'tendeney of *e smaUest notes may 
beVome predominant in all voices. Still at least one of the voices such as the tenor 
taTtoms 4 or 12b ms. 6, for instance, ought to have more outspoken mdependence 
t can aTo be recom m ended that at least one of the voices should enter after a rest, 
as in 736 and 73c. 



Ex. 72 




\ 



140 

Ex. 73 Mínoí 
«J . 1 



SIMPLE COUNTERPOINT IN THREE VOICES 
2 







VII 



FOURTH COMPOSITIONAL APPLICATION: 

CADENCES TO VARIOUS REGIONSi 

MODULATION 

ADVICE AND DIRECTIONS 

fi 144 The advice previously given for modulation in two voices (§§ 90 ff.) is also 
applicable for that in three voices. The only new difficulty derives from the need to 
neutralize the three voices. An escape from this obligation can be obtained if one ot 
the voices is made to avoid cross-related tones as much as possible. This is occasion- 
ally difficult when the goal is a minor tonality. In modulating from C major to its 
mediant, e minor, for instance, there are three potential cross-related tones :/, d and c 
As all of them can be neutralized by descending, there is the danger that voices will 
reach too low a register and also use descending scales too often. 

The rules for neutralizaron of cross-related tones have been given in a manner 
that is far too strict to allow freedom of voice leading. In textbooks based on the style 
of Palestrina these restrictions are less sharp, but they do not lead, however, to the 
development of a harmony which employs a greater number of substitute tones. 
Many of the examples given at this stage are stiff, unnatural, overdone, monotonous 
and too long as a consequence of the requirements of neutralization. Often a correct 
solution is almost impossible. However, facing a problem and recognizing its diffi- 
culty is often of greater valué than finding an easy solution. And so this treatise will 
continué with this strict treatment. Advice for freer treatment will be given later but 
it is only for students who have developed a sense of balance as a result of these 
exercises— which aim for a thorough ear training. 

§ 145. Once again a preliminary exercise similar to that in two voices, based upon a 
CF which modulates (see § 100, Ex. 43), might prove useful. In Ex. 74 an upper and 
lower voice are added to two CFs in mixed notes previously given in § 100. 

§ 146. In Ex. 75 third voices are added to two voice examples chosen from Exs. 44-51. 
Modulations to the following regions take place: to the dominant, mediant, sub- 
dominant, and dorian, from major tonalities; and to the five-minor, subtonic, sub- 
dominant, and submediant, from minor tonalities. 
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COMMENT ON MODULATIONS TO RELATED REGIONS, EXS. 74 AND 75 

In 746 the stopping of the quarter note movement in ms. 6 is unsatisfactory. 

In ms. 4 of 75a the passing note /# in the tenor and the interrupting tone in the 
soprano (®) meet with the g of the alto on the second beat. This might sound har¿h 
but it is not incorrect. 

In 75¿, ms. 6, a situation appears for which it is difficult to find a solution. Tenor 
and alto leap an octave in parallel 5s. But as it is the same 5 one need not regard this 
as a case of parallel motion. So the leap by the two voices might be tolerated, especi- 
ally as it is difficult to find a more satisfactory solution. 

In ms. 2 of 75c the c# of the soprano is not neutralized (at X). Accordingly the c\\ on 
the last beat of the tenor gives a strong impression of cross-relation. 

15d contains a number of cambiatas which, entering at different points with one 
another, produce the impression of imitation (to be discussed more fully in Chapter 
X). The soprano and tenor in ms. 6 of this example move by parallel motion into a 
fifth on the third beat. This parallel motion in the two outer voices is questionable, 
especially as the ¿b appears too soon after the bk[. The c of the alto in ms. 2 (X) is 
left unneutralized, but it reappears in the same register in the soprano in ms. 5, and 
is neutralized there (neutr.). 

In 75e the original tonality, a minor, lasts three full measures, and then, in ms, 4, 
the modulation occurs too suddenly. Although the c of the alto is correctly neutralized, 
the c# of the bass on the third beat is a little surprising. 

The alto in the first three measures of 75/ uses the same rhythmical pattern three 
times. It also contains too many leaps. 

In 75g the alto begins below the tenor, a consequence of its imitation of the bass. 
It was mentioned earlier that a modulation from C major to d minor (its dorian 
región) necessitated the neutralization of three tones. Here, the application of sub- 
stitute 6th and 7th tones has had to be postponed because the b[> has been introduced 
first. Nevertheless it would be quite possible to neutralize the bj> itself sooner and 
then bring in the bt) and c#. 

In 75A the e of the alto in ms. 2 becomes a prepared suspensión on the second 
quarter note, but is resolved correctly. The modulation sounds premature here be- 
cause the ¿t) in the alto in ms. 1 is not neutralized. 
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Ex.74 from Major to Minor (m) (F-d) 
#) IT camb. "a 1 3 4. 




from Minor to Major (M) (e-G) 

b) A » *. «- - * 




Ex 75 from Major: to Dominant región (C-G) (from Ex. Ha) 
2 3_ * 




neutr. 



to mediant regi ón (C-e) (from Ex. 4 5a) 



2 1 camb. 3 




to Subdominant rerion (D-G) (from íx. 46W 
^addi . Z - 3 
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Ex. 75 (cont.) to dori an región (C-d) (f«ua Ex. 47a) 
¿) i Icamb. 3 I 3 _ ^ _ 4 5 




1 camb. i 

from Minor: to v-minor región (a-e) CfromEx.48o) » 
tí 1 ^— J3 « »-* 
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§ 147. Modulations without given voices to various regions in both major and minor 
are p'resented in Ex. 76. All of the previous considerations regarding modulatíon in 
three voices are observed. 

COMMENT ON MODULATIONS WITHOUT GIVEN VOICES, EX. 76 

The leap of a minor sixth in ms. 2 of the alto in 76a is allowed by some theorists. 
It is evídent however, why it had better be avoided here. The soprano has to resolve 
its b onto a; the movement of the alto is then quite ineffectual because its a disappears 
behind the necessary a of the soprano. It is thus difficult to find a satisfactory solution 

at this point. 

In 76¿, ms. 4, the movement of the alto can only be explained in terms of its 
similarity to that found in some of the conventionalized formulas (the cambiata, for 
example). The cause of this movement is the rule that the 7th tone, b\\, must be 
followed by the 8th tone, c. To try a solution like that of altemative 1 would not help 
because of the very bad afterbeating primes with the soprano it would entail. The 
other solution (altemative 2) would produce parallel 5s with the tenor. The original 
form at least avoids wrong parallels. 

In ms. 5 of the same example a progression (V-VI) is used which is usuaUy 
known as the 'deceptive cadenee'. In this treatise the phrase 'deceptive progression' 
will be used instead, because the term cadenee should be preserved for its real function. 

In 76í?, ms. 3, the passing note b\¡t in the tenor is a little harsh appearing, as it does, 
so soon after the characteristics of á minor, and also because it is a major ninth 
against the c of the alto. 

Ex.76 to Dominant región (D-A) 

a) 1^-^ ,3 
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Ex. 76 (cont.) 

lo Subdominant región (Eb-Ak) 

c ) 1 _3 3 




io Subtonic región (d-C) 
<) 1 _ 8 




to subdomicant región (cf-fjj) 

/) .„ i a s 




mm^m 



i BfViirrr J J 



^^ 



^^^^ 



^ 



S§ 



mm 



$ j|j > ' 






VIII 

FIFTH COMPOSITIONAL APPLICATION! 
INTERMEDIARY REGIONS 

ADVICE AND DIRECTIONS 

§ 148. Modulations, even in smaller forms, often lead to one segment or section, or 
more, in which a región of the tonality is distinctly established. After a time these 
regions are usually abandoned and gjve way to other regions or to a retum to the 
tonic región. This is the reason for calling them intermediary regions. Their purpose 
is usually that of emphasizing a contrast through their harmonic differences. This is 
achieved by using the characteristics of these regions more or less as if they them- 
selves were basic tonahties. 

§ 149, The possibilities with regard to these intermediary regions are shown in this 
treatise in two ways: (1) by the actual insertion of one or more regions in an establish- 
ing manner in examples (see §§ 1 52 ff., Exs. 77-80) ; (2) by the use of the characteristics 
of a región in a more transitory way without its being established (see §§ 156, Ex. 81). 

§ 150. The examples in two and three voices containing cadenees to various regions 
(Part I, Chapter VIH, and Part II, Chapter VII) need not have ended with modulations 
but could have been continued with a return to the tonic región, or even with move- 
ment to another región and then a return to the tonic. Of course, if these regions are 
only passing events they should not be dwelt on too long. 

§ 151. It is clear that only the most closely related regions should be included in these 
simple examples— that is, those indicated in the chart of the regions in Chapter VHI, 
Part I (§ 93). Deviation from the tonic región is the consequence of using tones other 
than those of the tonic. Even within the overtones of the tonic itself, however, there 
is a tendeney towards the realization of this deviation. Every 5th (G) of a tone (C) aims 
for supremacy, i.e. it aims to become a tonic itself. The same is true of the other tones; 
when they finally succeed the result is usually a change of región. In other words, the 
narmonic density of a piece of music is determined by the tones of which it is com- 
Posed. 

Simple contrapuntal examples like the following ones, then, will not require remote 
teviations from the tonic. Such deviations are the result of the use of remotely related 
tones in the theme itself. It is further recommended that the intermediary regions in 
~C examples be no more than two to four measures long. 
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§ 152. If only one intermediary región appears in an example it will either be: (}) 
submediant (sm) — e.g. a minor from the tonic (T) C major; (2) dominant (D) — i, e 
G major; (3) mediant (m) — i.e. e minor; (4) subdominant (SD) — i.e. F major; or 
(5) donan (dar) — i.e. d minor. Examples of each of these regions followed by a return 
to the tonic región (T) are given in Ex. 77. 

§ 153. In a minor tonality, a minor for instance, the various closely related regions 
are: (1) mediant (M) — C major; (2) five-minor (v) — e minor; (3) subtonic (subT)— 
G major; (4) subdominant (sd) — d minor; (5) submediant (SM)~F major; and (6) 
dominant (D) — E major. Most of these regions are illustrated in Ex. 78. 

COMMENT ON EXAMPLES WITH INTERMEDIARY REGIONS, 
EXS. 77 AND 78 

The five examples of Ex. 77 begin with the same two measures. The continuation 
of each employs one of the regions listed in § 1 52. Symbols for the regions appear 
above the examples. Neutralization of cross-related tones between the regions is also 
shown {neutr. — ). 

It is remarkable that the single beginning admits of so many different continuations 
without imbalance. The final cadenees (cad.) are short and must be strong accordingly, 
that is, they must produce many of the characteristics of scale lines and cadential 
harmonies. Thus in ms. 4 of 77a the alto moves scalewise thereby making full triads 
with the soprano and the tenor. On the third beat the c of the soprano is given a new 
meaning and this makes the leading tone b obligatory as the resolution of a suspensión. 

In 78a the appearance of the mediant región (M) is not very effective because every 
minor tonality has segments in its descending scale where no characteristics of minor 
appear. 

Despite the fact that 786 uses many eighth notes, it remains rather stiff. Inaddition, 
the región of subtonic (subT) is only fleetingly presented. 

The subdominant región (sd) in 78c is more impressive as a deviation from the 
tonic región. In mss. 5 and 6 both the tenor and the alto are rather high in register 
and a little unbalanced. The last eighth note in ms. 5 of the alto produces an augmented 
triad; although the voice leading is correct, this produces a strange effect in the context. 

In 78¿, ms. 5, the rules do not protect one entirely. The movement of the alto and 
tenor is not incorrect in practice; but this parallel movement from an aug. 4 into a 
perf. 4 is not recommended in strict counterpoint. 

In 78e the presentation of the dominant región (D) should be more thorough. The 
dominant is, of course, closely related to the tonic, but a major región on the fiftli 
degree in minor is more remote. Mss. 4 and 5 therefore sound a little unprepared. 
However, the return to the tonic región is convincing because the major chord on E 
functions here as a real dominant. 
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TWO OR MORE INTERMEDIARY REGIONS IN AN EXAMPLE 

s 154. ln Exs. 79 and 80 two intermediary regions are brought in. This admits of 
much variety. After sm, for instance, there could follow D or áor or SD, etc., and 
after dor there could follow SD, etc. Thus many variations are possible; it is because 
after the first intermediary región there is always a choice of three or four other 
regions. 

§ 155. In selecting the second intermediary región it is recommended that such com- 
binations as m and SD, regions which are only remotely related to each other, should 
be avoided. One can always determine how remote a región is by considering it as if 
it were a tonality. In this particular case one finds that the mediant— e minor in C 
major, which belongs as relative minor to the realm of the dominant, G major — is 
two fifths distant from the subdominant, F major. This is traditionally considered a 
rather remote relationship, and it would cause at least some difficulties. 



COMMENT ON EXAMPLES WITH TWO OR MORE INTERMEDIARY 
REGIONS, EXS. 79 AND 80 

In 79a, ms. 4, it seems as though the resolution of a suspensión is leading upwards 
in the tenor; the syncopated/#, however, is not a dissonance. This is a very fluent 
example, though it is not the best procedure to begin with two voices after a quarter 
note rest. 

79e passes through four regions and is very rich in harmonic content; all the 
transitions between regions are quite smooth, nevertheless. The b\> in the bass of 
m&. 8 is striking, but it is not too harsh. 

In 80o, in minor, a move from SM to D is ventured. It is facilitated by the sustained 
c in ms. 5 óf the tenor, which at once suggests the dominant. The subsequent scalewise 
procedure in all three voices strengthens this impression. Thus on the third beat the 
6-chord on g# gives the effect of the tonic of a región. Two endings are provided: the 
first retums to the tonic región of a minor; the second modulates to the mediant 
región, C major. 

806 and 80c likewise end in different regions from those with which they began. 
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IX 

SIXTH COMPOSITIONAL APPLICATION: 
IMITATION IN TWO AND THREE VOICES 

GENERAL CONSIDERATIONS: TYPES OF IMITATION 

S 157 One can consider imitation as a first attempt at connecting voices with each 
other by means other than those permitted by harmony. It is probably the first step 
towards working with motifs, too. However, whatever imitation may have meant to 
those composers who introduced this procedure in their music, it differs essentiaüy 
from the employment of the motif in homophonic music. Repetition and motmc 
variation, leading to the creation of new motif forms which admit of connexion, 
produce the material of homophonic music. For this reason I cali this style the style 
of developing variation. 



§ 158. Incontrapuntal composition, on the other hand, motivic variation appears but 
rarely, and then its purpose is never that of producing new motivic forms. The types 
of motivic variation which are admissible here, such as the comes in fugue, and aug- 
mentation, diminution and inversión, do not aim at development but only at produc- 
ing variety of sound by the changing of mutual relationships. 

§ 159. Imitations are primarily repetitions. They are different from the repetitions of 
homophonic composition in that they do not occur in the same voice and often difter 
in the time interval they allow to elapse before entering. 

§ 160. The term imitation is of course metaphorical. When the second voice repeats 
a unit or a phrase-i.e. the tones and rhythms-of the first voice, it gives the impres- 
ión that it desires to 'imítate' the first voice. As a rule the second voice should begín 
its imitation in such a manner that at least a considerable part of it sounds togetner 
with the pattern it imitates, as its accompaniment. 

§ 161. Imitations can be: . , 

(a) Strict, repeating every tone and interval in the same rhythm. These may eitner 
begin on the same tone in the same or in another octave, or be transposed and begín 
on a difiFerent tone, and, if necessary, use substitute tones to preserve the proper 
intervallic relations. 
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*) at the prime - b) at the lower octave 
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Augmentations, diminutions and inversions can also be strict if they preserve the 
proportions of the original. 

(¿) Semi-strict, repeating only the rhythm exactly. These do not begin on the same 
tone as the original; and so in many cases they require the use of substitute tones to 
repeat the true size of an interval, whether it be major or minor (2s, 7s } 3s or 6s), or 
perfect or diminished (5s or 4s), etc. 

In the following examples the symbols (+) and (-) mark the major and minor 
intervals respectively. Occasionally, as in (e), (/) and (g), strict imitations are possible, 
but in most cases semi-strict imitations occur, with major intervals answering minor 
ones, and vice-versa. 



a) at the second above 



b) at the second below 

(-) (+) 
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j) t,t th e fourth below 



g) at the fifth abeye. 




ilatthft fifth 'below 



i) at the sixth above 




l) at the seveuth below 

1 _(-)C+)(+) 




(c) Free, changing intervals and sometimes the rhythm too. These are of no use in 
strict counterpoint. 

(d) In augmentation. These are produced by multiplying the length of evcry note 
or rest by the same number. If, for instance, the augmentation were to doublc the 
original pattem, then for every half note a whole note would be used ; and for every 
quarter note a half note, and for every dotted quarter note a dotted half note etc. f 
the multiplying figure were three, the half note would be answeredby a dotted whole 
note, etc. ; and if it were four, a half note would be answered by a double whole note, 
etc. 
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(e) In diminution, These proceed in a similar manner, dividing rhythms by two 
three, four, etc. If the original is halved, every whole note is answered by a half note 
every half note by a quarter note, every dotted quarter note by a dotted eighth note 
etc. It will not always be possible to make a graphic presentation of dividing by three' 




(f) Inverted, preserving the rhythm or its proportions exactly, but answering every 
interval in the opposite direction. Inversions which preserve the size of the intervals 
exactly can be obtained if the tonic of a tonality is answered by the third (as in (a)). 
If this is done, all intervals will be answered by the same-sized intervals. 




Inversión can be combined with either augmentation or diminution, as shown in 
the following example: 
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§ 162. In some circumstances it is possible to produce true imitation by answering 
the tonic with the dominant, as in (a) and (fe) below; this happens in fugue writing. 
It is sometimes done with other intervals as well, as in (c) and (d): 
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§163. Imitations which begin on a tone other than the initial tone of the original 
phrase and preserve the strict intervallic relationships by means of subsütute tones, can 
be used to produce modulations. 

b) (+) 
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§ 166. Combinations of augmentation or diminution and inversión belong to the 
"rore complicated forms of counterpoint which only appear in compositions and 
need not be stressed in a textbook. It should be mentioned, however, that changes in 
Ule answering interval, and even of tonality too, can be found in masterpieces. Some 
of the most complicated imitations, in the form of canons, are used by Bach in his 
Musical Offering, where he writes, among other things, long canons in which one of 
the voices or more moves in retrograde motion — that is, it starts with the last tone 
and moves in the opposite direction to the first tone. 
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§ 167. In Ex. 87 imitations in three voices are given. In these examples it is not just 
the initial pattern (marked (a)) that is imitated, but, within the course of the example, 
other fragments (marked (¿) and (c)) are imitated also. It can be considered a rule, 
almost, that the imitation should begin before the original pattern ends. In 87<j the 
third voice only enters after the end of the first voice's pattern, but it is still before 
the end of the imitation in the second voice. In this respect 87¿ is a better example. 

Ex. 87 Modulations with Imitations 

a) from A to E , §1 

1 Z ^ 3 




§ 168. Working out all of these possibilities is quite useful in itself, but it will only 
be really worth while if the ability to write quickly, correctly and fluently is achieved. 
These are preliminary exercises, and their valué will be realized in the writing of 
contrapuntal compositions. It might be too late to make use of them only then. It is 
further recommended that all the examples should be read and played, and the 
attempt made to recognize that these short exercises develop coherence and logic, 
and to realize the great number of possibilities in approaching a contrapuntally 
elabórate style. It pays at times to begin an otherwise simple example with one of 
these imitations, or to use some of them during the course of an example. 
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CADENCES WITH IMITATIONS IN TWO VOICES 

§ 164. Ex. 82 includes imitations at various intervals, the imitating patterns being one 
or two measures long. The examples end with cadenees that either move to the tonic 
or bnng about modulations to other degrees. Notice the difference between imitations 
in lower and upper voices-which is that they produce different harmonies. AIso 
notice that when the imitation enters, the first voice accompanies it with considerable 
rnythmic change. As mentioned before, it is advisable for a voice to move in smaller 
notes when the second voice has long notes. Suspensions can be used to advantage 
in such situations, too. 



Ex. 82 
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Be. 82 (cent.) 
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IMITATIONS IN INVERSIÓN, AUGMENTATION AND DIMINUTION 

8 165. In Ex. 83 the imitations are in inversión. In Ex. 84 the second voice appears in 
augmentation. In such cases it sometimes happens that the augmenting voice begins 
sunultaneously with the pattern, as in 84c. In Ex. 85 augmentation is combined with 
inversión. In Ex. 86 diminution is illustrated ; it is combined with inversión in S6d. 
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SEVENTH COMPOSITIONAL APPLICATION: 
CANONS IN TWO AND THREE VOICES 

GENERAL CONSIDERATIONS 

§ 169. If one voice or more continuously imitates another voice using the same 
intervals as that voice, and persists in this throughout the whole of a piece (except 
perhaps for a small cadential segment), a canon is produced. An infinite or perpetual 
canon does not provide an ending to the imitation but, on the contrary, arranges 
the last measures so that they fit onto the first measures. At certain places in these 
canons, then, one finds repetition marks. 

§ 170. Brahms demanded that canons should be strict, i.e. that the intervals with 
which they begin should remain the same throughout the whole imitation and that 
the exact rhythm should be preserved also. In free composition it sometimes happens 
that a part of the imitation changes the rhythm; this may be excused on account of 
certain other advantages, but it has no application in our exercises. Nevertheless, in 
89<z and b imitations are presented which change several times from augmentation 
to diminution and vice versa. Taking into account that features of the rhythm are 
even more conspicuous than features of the intervals, one must doubt whether such 
an imitation fulfils the main purpose of this technique, i.e. to produce a perceptible 
coherence between the voices. 

§ 171. Canons at intervals other than primes, 8s or 5s are not always easily produced, 
especially as one must, in a correct canon, answer every interval not only according 
to its general description (3, 4, 5, etc.), but also according to its exact size (it may be 
major, minor, diminished, etc.). Beginning at the third, fourth or sixth would forcé 
one either to use substitute tones, or to avoid such tones as require substitutes from 
the start. 

COMMENT ON CANONS, EXS. 88-90 

Canons at the prime will sound better when performed by voices of different colour 
than when played on the piano. On the piano, of course, the crossing of voices 
obscures their meaning, as in 88a. In this respect 886 is much more satisfactory 
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use the second voice enters at the octave. The next canon, at the lower fifth (88c), 
is built as a perpetual canon. The answer at the lower fifth cannot entirely avoid 
subdominant characteristics. Thus the/in ms. 7 is answered by b\>; in the same 
measure, and also in ms. 8,/# is used, but in spite of this the £fc> in the tenor in ms. 8 
seems a little remote. The repetition of the ¿>[? in the cadential segment at mss. 11 
and 12 sounds smoother. 

In 88rf no substitute is necessary because the leading voice avoids the tone b, and 
so possesses a neutral rather than a subdominant character. 

In attempting to write canons in the modes like those in 88e-/r, one must either 
renounce true repetition of the intervals or use substitutes which would change 
the nature of the mode in question. It is one of the advantages of major and minor 
that their tonality can be preserved in spite of deviations by substitute tones. 

In 89a and b the intervals are answered strictly, but the imitating voice changes 
from augmentation to diminution, and vice versa. Such an exercise is not of much 
valué to beginners. However, similar things were customary in contrapuntal epochs. 
Mirror canons and enigmatic canons were produced, and it became a habit among 
musicians to offer one another the task of finding the clue to a canon when it was 
given in only one voice, there being no indication as to where the second, third or 
fourth voices would enter, or whether they were in augmentation, inversión, etc. 
Even Brahms entertained his friends in this manner during their excursions into the 
forests of Vienna. 

These two canons, and also the three-voice canon in Ex. 90, are perpetual canons. 
The three-voice canon of Ex. 90 tries imitation at intervals which produce unnecessary 
difficulties. It is given here as a warning as to what a beginner should attempt. If he 
wants to try three-voice canons he should do it at the prime or the octave instead, or 
else use the upper or lower fifth in the second voice, and try to avoid the 7th and 4th 
tones respectively. Notice that in this example the intervals are preserved only 
according to their general description but not according to their exact size. 
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Ex. 88 Canons 
a) at the prime 
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d) at the upper fifth 
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Ex-88(cont) 

e) Dorian at the upper third 
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Ex. 90 Perpetual Canon in Three Voices: Modulation Through Three Intermediary "Regions 
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SIMPLE COUNTERPOINT IN FOUR VOICES 



I 
FIRST SPECIES 



Cantus firmus and whole ñores in all voices 



ADVICE AND DIRECTIONS 

§ 172. It is, of course, a little more difficult to write in four voices than in three, 
especially if one is aiming for a satisfactory fluency. It is clear that one or two tones 
will have to be doubled; decisions, however, as to which tones should be doubled, 
merely derive from interest in the best voice leading. Many theorists of harmony forbid 
the doubling of the third. Right or wrong in harmony, such a restriction is of no 
concern in counterpoint. 

§ 173. Full triads should be aimed for as much as possible, provided that this does 
not dctract from the melodic quality of the voices. 

§ 174. Writing in four voices offers one more excuse for hidden parallels, i.e. that 
they occur between two middle voices. Hidden 5s between a middle voice and an 
outer voice have already been tolerated in three-voice writing. Several examples of 
hidden parallels will be found in Ex. 91. 

§ 175. The penultimate harmony should again produce an authentic cadenee, i.e. it 
should precede the I with a V, preferably in root position, or with the 6-chord of 
Wt The plagal cadenee, that is IV-I, or II— I, is of no valué. 

§ 176. According to the rules of traditional counterpoint, if the last triad cannot be 
complete the third should be omitted rather than the fifth. This can be disregarded 
48 a mere stylistic rule without technical valué. 
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§ 177. The student is recommended to make a few examples by adding a fourth voice 
to a good three-part counterpoint, as in Ex. 91, first of all. In Exs. 92 and 93 the CF 
appears successively in each of the voices. 



COMMENT ON EXAMPLES IN FIRST SPECIES, EXS. 92 AND 93 

In 92a the CF has been changed in the alternative example after ms. 8 so that the 
ending with the 6-chord of VII can be shown. 

A succession of 6-chords, as in mss. 5-6 of 92¿, often presents one with the problem 
of avoiding wrong parallels. Similar difficulties arise where two consecutive degrees, 
such as III-II in mss. 2-3 and 8-9 of 92c, have to be connected. Although the use 
of 6-chords generally helps to produce a good bass melody, the six 6-chords in 92e 
are rather excessive. 

In 92d the threefold repetition of e in the highest voice is very monotonous. 

It was not absolutely necessary to write an incomplete tonic triad in the first 
measure of 92e; however, the second measure corrects this shortcoming. 

All of these examples in first species show one weakness or another. See, for 
example, the monotonous bass in the last three measures of 92/ which could, of 
course, be easily corrected. The same is true of 92g. In 92h the return of the bass to 
c in ms. 5 sounds weak. In 92/ the succession of three tones, g-e\?-f, in mss. 3-5 of 
the soprano is repeated in mss. 8-10, making it a poor CF. It does not help that, 
when repeated, the three tones are harmonized differently. The shortcomings of the 
twoouter voices do more harm than their merits can overeóme. The descending line 
of the CF in the last three measures of 92fc is treated better than the same line in 92/. 

The examples in minor (Ex. 93) not only have the same defeets as the preceding 
examples in major, but they also suffer from the requirements of neutralizaron. 
These difficulties will be lessened only when the restrictions caused by neutralizado n 
are loosened a little and richer movement becomes possible. Even though any hope 
of producing faultless examples in minor is slight at the moment, it pays to try doing 
them because one becomes acquainted with some of the difficulties they offer. 

Of the minor examples, 936 and c are better than 93a. As a result of an efiort to 
use the ascending scale in the CF, 93d is forced into several shortcomings. 

One of the reasons for the dullness of these examples is that the endings of most 
CFs admit of no other harmonies than I-V-I in root position. Another reason is 
that they resemble too closely simple harmony examples where the voices move only 
as much as is required by the need for harmonic progression. But at the same time 
the harmonic progressions are not as powerful as those which one would select for 
a good harmony example. 
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SECOND SPECIES 

Half notes in one or two voices lo a cantus firmus 
ADVICE AND DIRECTIONS 

§ 178. There are no new rules for this species. Once again one must be careful over 
passing notes. There is not so much scope for writing half notes in two voices as 
there is for writing them in one, and so one is some times forced to interrupt their 
movement. Accordingly, one should not even attempt half notes in three voices in 
these examples. 

COMMENT ON EXAMPLES IN SECOND SPECIES, EXS. 94 AND 95 

The hidden 5s between the outer voices in ms. 10 of 94c are difficult to avoid. 
The repetition of the interval of a fourth in mss. 2 and 4 produces a kind of sequential 
phrasing, and this should be avoided. 

In 94¿ there are two interesting passing notes, in mss. 2 and 4. Both produce 
dissonances which would be considered rough in a lesser number of voices. 

A syncopation is probably the only solution at ® in ms. 9 of 94c. There is acertain 
sthTness in the melody of this example; after four ascending notes (mss. 5-6) the 
tenor should not then make a leap in the same direction. Notice also the intermittent 
and hidden 5s. 

The bass in 94¿ is extremely stifT. And the meeting of the three upper voices on 
the note d in ms. 7 is very poor. The parallel 5s could have been avoided; thus the 
tenor might have gone to g in ms. 7, for instance. It is not wrong to use half notes 
occasionally in one of the voices, as for instance in the cadential segment in ms. 10 (®)- 

The repetitions of c in 94e are awkward, the more so as the tone c is alwayspart 
of a chord on For C (II). But ms. 10 takes advantage of the fact that there are two 
possibilitiés for completing the incomplete harmony of the three lower voices, with 
its d and c in the soprano. 

Ms. 1 1 of 94/ sounds weak because the diminished triad of VII appears on the 
flrst half note — before the V; although it is a substitute for V, it is not a good 
companion for it. The leap of an 8 in the bass in ms. 7 (at ©) is unavoidable because 
no passing note whether it moved upwards or downwards would lead into a con- 
sonance with the CF's a (alto) in ms. 8. 
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The ending of the tenor in ms. 10 of 94g is very good. Othervvise, the bass line 
should not move so much in broken chord form (mss. 2-6). However, it is often 
difficult to avoid this, and though it is not highly artistic, it is not wrong. There is 
no objection to an occasional syncopation as in mss. 9-10 of 94/. In ms. 1 1 there 
occurs again the connecting of VII and V. In this example it would only be possible 
to find a better solution if in mss. 10 and 1 1 at least one other voice employed half 
notes. 

There are not many advantages in using half notes in two voices as in 94/ and k. 
In most cases they accomplish little more than the completion of triads. There is 
not much chance for the use of passing notes (marked + in these examples), and 
even cadential measures do not profit much. Already the strict movement of one 
voice in notes of the same length is producing some stiffness; if half notes are used 
in more than one voice this tendency increases. 

In 956 the crossing of alto and tenor in the last measure is unavoidable because 
of the low position of the CF. In many of these examples the introduction of the 
leading tone is accomplished through suspensión (marked :{;). All cross-related tones 
are properly neutralized (neutr.). 

In 95c the simultaneóos syncopation of alto and tenor produces a 6/5 chord on a. 
The tenor in 95d has to return to ¿>b in ms. 6 to be neutralized; the soprano then 
crosses the alto by leaping an octave. The only other second half note possible in 
the soprano is g, which would make the leap a sixth. This would be possible as it 
would not produce hidden parallels. 

In 95e, ms. 4, it is impossible to neutralize the a\> in the tenor. It is neutralized, 
however, an octave higher in the alto. 

There are a number of shortcomings in 95/z, The reason is that the a in the alto 
in ms. 4 was sustained when it should not have been; this forced the soprano to 
cross the alto and produce an even worse continuation. The repetition of a tone in 
ms. 6 (A) is very poor, but not entirely impossible. Such an example should be 
altered throughout. 

95/ is a very poor example as the tone a appears three times in the tenor like the 
afterbeating note of an Alberti bass. In ms. 7 of 95k the augmented triad is interesting 
for it appears in the form of a suspensión (at -X-). The b[> of the soprano in ms. 3 
°f 95/ is not neutralized (©). This is doubtlessly the reason why the 6t) in ms. 7 is 
so conspicuous. 
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III 

THIRD SPECIES 

Cantus firmus and quarter notes 
ADVICE AND DIRECTIONS 

§ 179. Writing quarter notes in more than one voice at a time would reduce the 
rhythmic independence of the voices to an even greater degree than writing half notes 
in more than one voice did. But in addition the voices might suffer melodically from 
such regularity, since the only choice it would leave one would be that between 
passing notes and harmony notes. Instead, one might write one voice in half notes 
and use an occasional syncopation, a procedure which would better satisfy the 
requirements of counterpoint — of which the most important is the achievement of 
as much rhythmic differentiation as possible. 

§ 180. Stopping the half-note movement periodically is not as dangerous as in 
previous species because the quarter notes keep up the necessary motion. It might 
even be admissible to stop the half-note movement in one voice and continué it in 
another. One could, in this manner, gradually approach the desired goal, which is 
that every voice should differ rhythmically from every other voice. 

§ 181. In the following examples in third species the CF is placed in each of the 
voices in tum, the quarter notes being sometimes above and sometimes below the 
CF. It makes a difference, then, where the added whole notes are placed. There are 
too many possibilities here for us to be able to consider them all. 



COMMENT ON EXAMPLES IN THIRD SPECIES, EXS. 96 AND 97 

In ms. 3 of 96o the c# in the bass is fortunately not doubled ; this permite the bass 
to use g# (at ©), which otherwise would ha ve produced a 6/4-chord. The cambiata 
always offers opportunities, as shown by the three instances in this example, but the 
one in mss. 4-5 is questionable as it contains three dissonances in succession, the last 
one being a fourth. 

The leap of a fourth, as in mss. 5 and 7 of 96¿, is often very useful for keeping 
up the movement. The ending of 96¿ had better not be permitted at the moment as 






in ms. 1 1 the alto makes an unexplained dissonance (7) with both the soprano and 
the tenor. An alternative ending is given ; this, though correct, suffers from unsatis- 
factory positioning in the tenor. 

The alternative for mss. 3 and 4 of 96c shows that the tritone can be avoided. In 
this example there is not perhaps enough change in harmony. 

96fl" is also very stiff. The tone c, which appears three times in the CF (bass), offers 
certain difficulties because the harmony above it can only be IV or II; VII is ex- 
cluded. If one takes into consideraron the fact that e appears twice, too (once as a IV), 
the dullness of the harmony becomes understandable. 

In 96c and /half notes and some syncopations are added. The voice in half notes 
often has to use leaps where stepwise motion would be preferable, in order to keep 
the quarter-note voice fluent. 

In 97a there twice appear two dissonances in succession — in mss. 1 and 11. These 
can be tolerated. This example is less monotonous than one would expect on looking 
at the alto from, mss. 7 to 10. Whether the lack of neutralization in ms. 6 of the alto 
(at ©) can be excused because the a and g appear so often, is questionable — at least 
if we follow the rules. But it is difficult to say how one could have avoided the leap 
of the soprano in half notes in ms. 10:/and/# cannot be used, and as the two middle 
voices both move in contrary motion to the b, only the d can be doubled. Unfortu- 
nately the soprano is not in the right position for doing even this. 

In 97¿, ms. 4, the ¿>b> is not neutralized in the alto (at ©). It would have been 
extremely difficult to neutralize it without changing the tenor entirely. Whether the 
shifting of the 6|> to the tenor in ms. 6 and its neutralization there in ms. 8 solves 
this problem is questionable. Two half notes have to be used in the bass in ms. 6, too, 
to neutralize its ¿t». 

In 97c the cambiata in mss. 7-8 is perhaps an excuse fortheappearanceofadescend- 
ing scale so near the end. The passing note g in ms. 8 of the tenor (©) is dissonant 
to thsf$ in both soprano and bass; the seventh to the soprano is then followed by 
another seventh, /#-e, which would not have occurred if the soprano had remained 
a whole note,/)f. 

In 91 d, ms. 5, the passing note a\> in the tenor (at ©) offers practically the only 
opportunity for neutralization; this is because there is no other place where the a\> 
can go down to g without causing parallel 5s. In ms. 10 the cambiata provides an 
acceptable excuse for the appearance of the tone e\> on the second beat. 

The quarter notes in the bass of 97c traverse rather a large compass, but they have 
to descend after the climax in ms. 5 in order to neutralize certain tones (those at X). 
An alternative in quarter notes is provided for the tenor in mss. 7-8. 

In 97/ the movement in half notes could not easily be continued throughout with- 
out interruption. In ms. 7 it would have been impossible to find a substitute for the 
e b in the alto that doubles the suspensión in the soprano (at ©). 
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The descending passage in ms. 6 of 91 g is necessary because of the unneutralized 
a\\ (X) in ms. 5. This malees intermittent 8s between soprano and bass almost un- 
avoidable ; the solution shown in the alternative avoids them but is poor. 

The incorrect cambiata in 97A, mss. 2-3, is psychologically interesting. It shows 
that a formula sanctified by convention can be satisfactory even if it does not obey 
all the rules. In addition it provides an interesting escape from the snare of the 
turning-points. The alteraatives for mss. 2-3 take advantage of the possibility of 
movement to the tone e\ onto which the suspensión should resolve. This is permissible. 
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FOURTH SPECIES 

Syncopations in one voice to a cantus firmus with (1) whole notes, and(2) half 
notes and quarter notes in the remaining volees 

ADVICE AND DIRECTIONS 

§ 182. There are no new rules for the writing of syncopations in four voices. One 
must not, however, forget the warning about anticipating the tone of resolution in 
a voice abo ve a suspensión ('bad 5 seventh). The rules of strict counterpoint only per- 
mit such anticipation in the lowest voice, but this can be extended to apply to any 
voice below the suspensión. 



f) but not 




the alto and the tenor below the soprano; the syncopation in the bass which is treated 
as a consonance, moves upward, the resolution coming on the second half note. In 
ras. 12 there is perhaps no choice but to have two harmonies, II-V, with both the alto 
and tenor moving in half notes, since the only tone common to mss. 11 and 12 is a, 
the root of a diminished triad, which cannot be used in the bass. 

In 99c it is not very good beginning the soprano syncopations with an octave to the 
bass note on the third beat. Some difficulties are caused in this example by the CF in 
the tenor which is in part too low and in part too high. It would have been better if it 
had not extended over such a large range. 

Certain difficulties are caused by the strict application of neutralization in the 
examples in minor. In IOOúí the appearance of the unneutralized ¿b in ms. 6 of the 
tenor makes it necessary for the tenor to return to b\f in ms. 10 against a suspensión 
(c) in the soprano. The tenor then has to use quarter notes to bring about neutraliza- 
tion before the soprano resolves its suspensión on to b\ on the third beat. In 1006 the 
neutralization in the soprano in mss. 7 and 8 is brought about indirectly. In 100c the 
á in the alto in ms. 4 is neutralized in the tenor with which it is a prime. The d in 
ms. 5 of the soprano (at X), however, is still not properly neutralized. In this latter 
example notice also the double suspensión in the alto and bass in ms. 8 which produces 
a 114/3-chord. 1 

1 Comment in this paragrapb is by the editor. 



§ 183. Of the examples that follow, Ex. 98 presents whole notes in the two remaining 
voices, and Ex. 99 half notes in one and quarter notes in the other. In Ex. 100 both 
the latter types of note are found in the minor tonality. Suspensions are marked S in 
all of the examples. In the writing of syncopations with both half notes and quarter 
notes the voice which usually offers the most difficulty is the one in half notes. Broken 
chords and other kinds of unmelodic movement are often unavoidable in this voice. 
In minor the difficulties are increased by the need for neutralization. 



COMMENT ON EXAMPLES IN FOURTH SPECIES, EXS. 98-100 

In 98a one can see how often the voices in whole notes do not make up complete 
triads — they do not do this in mss. 2, 3, 4, 7, 8, 9 and 1 1. In ms. 5, on the other hand, 
there appears a fully-fledged 6/5-chord (at ®), the result of the suspensión of both 
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FIFTH SPECIES 1 

Mixed notes in one or more voices to a cantus firmas, with whole notes, half 
notes, quarter notes or syneopations in the remaining voices 

ADVICE AND DIRECTIONS 

§ 184. In Ex. 101 five variante of fifth species are presented. The voice in mixed notes 
and CF apart, 101a contains whole notes in both added voices, 101¿ whole notes in 
the one and half notes in the other, 101c half notes in both added voices, and 101a* 
half notes in one and syneopations in the other; lOle has mixed notes in all the voices 
except the CF. Only three examples in major and two in minor are given although 
many more variants are possible ; they should all be practised systematically. There are 
no new rules for this species to add to those mentioned for writing in three voices 
(see §§ 133 ff.). 

COMMENT ON EXAMPLES IN FIFTH SPECIES, EX. 101 

There are some shortcomings in 10I¿, in particular the broken chord in the tenor 
(mss. 1-2) and the repetitions in the bass (ms. 3 and mss. 5-6). In 101c the difficulty of 
obtaining a fluent ending necessitates a change from half note to quarter note move- 
ment in the soprano in ms. 10. 

101o" is an especially difficult example involving four different species, and it is not 
entirely satisfactory. The alto in particular suffers from excessive repetition and 
limited range. Two deviations from usual practice in this example should be men- 
tioned: the appearance of a passing note on the first strong beat in ms. 9 of the tenor — 
the result of continuing the descending scale line — and the syneopations in all three 
added voices in ms. 10, made necessary by the syncopated/ijf in the bass which could 
only produce a 6/5-chord with the voices above it. Actually it is much easier to achieve 
satisfactory results with all voices in mixed notes, as in 101é?. 

1 Text and comment added by the editor. 
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VI 
ADDITION OF VOICES 1 



The addition ofone or two voices to given examples in two or three voices 
ADVICE AND DIRECTIONS 

§ 185. In § 137 dealing with cadenees in three voices, it was recommended that an 
extra third voice should be added to examples previously worked out in two voices, 
as a preliminary exercise. The valué of this procedure was shown, and advice for the 
treatment of added voices was given, in the subsequent sections (§ 138 to § 141), and 
the procedure was illustrated in Exs. 69, 70 and 71. 

§ 186. In Ex. 1 02 fourth voices are added in a similar manner to examples previously 
written in three voices. Some of the examples are selected from the sections on the 
various species; others from those on modulations without CF. 

§ 187. In Ex. 103 two voices are added to examples originally constructed as cadenees 
in two voices (Ex. 40). 

§ 188. Finally, Exs. 104-7 ¿Ilústrate how first one and then two voices are added to 
modulations in two given voices. 2 With reference to these latter examples the author 
has appended the following explanation : 

Many of the modulations are not as good as they might be since they are intended 
wholly as models for the student. The rules, here applied for pedagogical purposes, 
are so strict as to limit the possibilities, so that perfect solutions almost become mere 
hazards — at least for the teacher who should observe everything he asks from the 
student. The latter should of course avoid major faults, and his minor errors and other 
shortcomings should be corrected by the teacher not with the aim of making his 
examples perfect, but simply to show him what can help in special cases. In adding 
third and fourth voices the student is allowed to change the cadenee of an example 
composed for two voices, especially when it has a certain characteristic 'fundamental 

1 Text and comment added by the editor. 

s These examples were not included in the original text but were found among other examples written 
by Schoenberg for his counterpoint classes. They are included here by the editor as being especially pertinent 
to both problems in the addition of voices and problems of modulación to the various regions. 



bass-line' and a lower voice has to be added. Sometimes one cannot avoid the crossing 
of voices, especially when observing the turning-points and neutralizing cross-related 
tones. 

COMMENT ON EXAMPLES WITH ADDED VOICES, BXS. 102-7 

The endings of some of the given voices— alto m 102í, tenor in 102g, tenor in I03¿> 
— are slightly changed to allow more flexibility in the added voices and also to make 
it easier to avoid wrong parallels. The crossing of voices that oceurs in some of the 
examples— it is marked by arrows in 102/, g, and h, 1036, and I04e— is often the result 
of a large compass being traversed by one of the given voices. In some instances an 
octave leap in one voice restores the voices to their original positions (see alto in 102/, 
ms. 8, soprano in 102/!, ms. 4, and alto in 1036, ms. 4). 

102g and h present modulations to the submediant and subtonic regions respectively. 
As both examples are without CF, it might be wise to review cadenees and modulation 
in three voices both with and without CF before attempting this kind of exercise. See 
§§ 144 ff. in particular. In general the procedure is the same as that for three voices, 
special care being necessary in the bringing about of neutralization in the added voice. 

The high note in the alto— itself an added voice in 75/— at the beginning of 102A 
forces the soprano into an unusually high register. This situation might be rectified by 
placing the first measure of the alto an octave lower than it is in the original, as shown 
in the two altematives. 

Somewhat unusual treatment of the cambiata takes place in both 102A, ms. 2, and 
103er, ms. 3. In the former instance the cambiata ends on a weak beat; and it is further 
suspect as 8s with the voice below it are produced at the beginning and end. In the 
latter, the cambiata appears in a more acceptable form, beginning and ending on 
strong beats, but it uses eighth notes instead of the usual quarter notes. 

In the modulatory examples, Exs. 104-7, there are places where it appears that the 
treatment of the dissonance departs from the practice followed up to this point. For 
example, in 104a, ms. 1, the/# on the fourth beat in the bass produces a seventh with 
the tenor, which is certainly not the usual way of 'suspending' this upper tone, al- 
though it may be said to be 'prepared' on the third beat of the measure and to 'resolve' 
on the first beat of the next measure— a process akin to the treatment of seventh- 
chords in harmony. The suspensión in the alto in ms. 3 (at ®) also oceurs in a 
somewhat unusual position, appearing on the second and weak beat rather than on 
the usual strong beat. The suspensión in the tenor in ms. 5 (S) is only unusual in that 
the dissonance is brought about on the second half of the second beat by the d in the 
bass, and that the resolution, which oceurs on the fourth beat after an interruption, in 
turn produces a suspensión in the bass. Finally, notice the unusual cambiata beginning 
on the second beat in ms. 2 of this example. 
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In 1046 the 6/4-chord in the cadenee in ms. 5 is treated as a double suspensión in the 
soprano and alto and resolved accordingly. The a in the alto on the third beat, how- 
ever, does not seem to have been prepared as a dissonance (fourth) to the tenor; it 
would have been if it had appeared on the second beat instead (as in the alternative). 
The explanation of this unprepared tone which is perhaps most nearly compatible 
with our rules, is that it is part of a cambiata-like figure beginning on the second beat. 

There are two passing notes in succession (they are marked -\ — h), in scale-lines in 
104c, ms. 4, 106a, ms. 5, and 106c, ms. 2. Such dissonances are especially interesting 
when used in conjunction with another dissonance, like the 4/2-suspension in the 
tenor in 106a; here the tenor resolves against the second of two passing notes in the 
alto which are also dissonant to the soprano. The harsh effect produced by allowing 
dissonances to appear on two, or even three, consecutive notes, may often be alleviated 
by changing the movement in one of the voices, as shown in 104e, ms. 4 (at®). In 
106c the c# in the bass and the e in the tenor (at Q) are dissonant to the dh, in the 
soprano on the fourth beat of ms. 3 ; this would best be explained as an anticipation 
of the suspensión which oceurs on the first beat of the next measure, its normal posi- 
tion. Finally, with regard to rather unusual treatment of the dissonance, mention 
should be made of the roundabout interrupted resolution in 1076, ms. 2 (at®); there 
are two intervening tones here before the resolution is reached. 

Although neutralization is handled carefully in all of these examples, as the author 
has often mentioned, it frequently presents difficulties that are almost impossible to 
overeóme. In ms. 1 of 106c, for example, the attempt to express as many character- 
istics of the tonic región, C major, as possible in only three beats, has prevented 
neutralization of the c in the bass (X). However, this note does appear at the same 
time in both the tenor and the soprano with proper neutralization. 

In 1076 the bass line undoubtedly contains too many leaps in mss. 3 and 4; at 
least, there are more of them than was usual in the preceding examples. The simultan- 
eous leaps in ms. 3 of 107c by tenor and bass are not recommended by the author who 
prefers instead to change the rhythm in the tenor (as in brackets) and allow the two 
voices to cross momentarily. 
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Ex.106 to mediant(C-e) 
a) 1 




Ex. 107 to Subtonic (a-G) 
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VII 

EIGHTH COMPOSITIONAL APPLICATION: 1 

CADENCES, MODULATIONS AND INTER- 

MEDIARY REGIONS WITHOUT ADDED 

VOICES 

ADVICE AND DIRECTIONS 

§ 189, The examples in this chapter present cadenees and modulations in four voices 
without either CF or added voices. An initial cadenee is given — one in major in 108a 
and one in minor in 109a — and then many altemative cadenees containing different 
contínuations are added. The examples ¡Ilústrate (1) cadenees — 108a and b, 109a 
and b; (2) cadenees with intermediary regions — 108c and d, 109c and d; (3) modula- 
tions to various regions — 108<?, g, h and y, 109e,/, g and./'; (4) modulations with inter- 
mediary regions — 108/, i and k, 109/j and í. 

§ 190. As the advice relating to the above categories in three voices applies to four- 
voice writing as well, it might be advisable to start by reviewing the following sections 
in Simple Counterpoint in Three Voices: Chapter VI, Cadenees Without Cantus 
Firmus (§§ 1 35 ff.) ; Chapter VII, Cadenees to Various Regions and Modulation 
(§§ 144 ff.); and Chapter VIII, Intermediary Regions (§§ 148 ff.). The sections on 
cadenees and modulations in two voices might also be reviewed, special attention 
being paid to the concepts of región and neutralization (see § 92 and § 96 in particular). 



COMMENT ON CADENCES AND MODULATIONS IN FOUR VOICES, 
EXS. 108 AND 109 

In the examples that follow it will be noticed that a complete harmony is obtained 
on nearly every beat. This is not necessarily to be aimed at in four-voice writing, but 
it is nearly always the result of real independent movement in four or more voices. 
In addition many seventh-chords and seventh-chord inversions are produced; they 
are usually brought about by passing notes (marked (7)) or — and this is more 
interesting — by suspensions (S). Notice especially the 6/5-chord suspensions — in 108/, 

1 Text and comment added by the editor. 
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j (where the suspensión oceurs twice in succession), and k (it is actually the result of 
the passing d% in the soprano here), and ¡n 109g (it comes twice in ms. 3), i and j. 
The 6/4-chord also appears under similar circumstances — most commonly as a sus- 
pensión in the cadenee, as in 108a, g and k, and 109<?. In I08fc what seems to be a re- 
solution into a 6/4-chord in ms. 4 of the soprano, is better considered as part of a 
cambiata. Two interesting 4/2-chords— suspensions in the bass — appear in 109a and i. 

With so much movement in all voices it is not unusual to find frequent instances of 
consecutive dissonances in different voices, oceuning either as combinations of 
passing notes (108c, /and k, and 109a— at <g>— where it is especially striking) or as 
suspensions with passing notes (1086,/, h and./; 109c, d, h aaáj). In 108A, ms. 4, the 
resolution of the suspensión in the alto oceurs simultaneously with a passing disso- 
nance in the tenor. In 108/, ms. 3, both the soprano and tenor pass while the suspen- 
sión is being held in the alto. Probably the most interesting combination of dissonances 
takes place in 109c, ms. 2, where the alto moves to a preparation on the second half 
of the first beat (quite irregularly, it must be noted, as it is a diminished fifth above 
the bass) while the soprano is still suspended, then resolves in its turn on the second 
half of the second beat against another suspensión in the soprano. A succession of 
overlapping suspensions involving the upper three voices then oceurs, and it continúes 
clear into the beginning of the next measure. 

In modulations to and from the various regions, whether they end in the original 
tonic región or not, neutralization of the cross-related tones is carried out very care- 
fully. Usually a very strong cadenee containing elements of the subdominant (IV and 
II) as well as the dominant, confirms the final región. The dominant is further stressed 
by the frequent use of 1 6/4. Deceptive progressions (V-VI) are used in several places, 
not only to extend cadenees, as in 108a", but also to make possible more transitory 
movement through intermediary regions, as in 108/ and 109/z. 
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Ex. 108 Cadenees and Modulations 



b) alter native I 

4 13 




. 



c) alternative II (in termediar y reg ión) d) alternare III (intermgd iary región) 

y „ uf*-. 4 5 1I3 . m ^ 4 J — 5 -r- 
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Ex.l08(cont.) 

■» alt ernative VIII (to J) 
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k) alt ernative X (to m) i 

3 „W4 »ab. 5 
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Ex.l09(cont.) 



d) alternative III (¡ntermediaryj^egion) 
¿g " ~g¡! W& (i)~~ 



e) alternative IV (to M) 
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NINTH COMPOSITIONAL APPLICATION: 1 
IMITATION IN FOUR VOICES 

ADVICE AND DIRECTIONS 

s 191. Imitations of various sorts in two and three. voices have already been consi- 
dered in Chapter IX of Simple Counterpoint in Three Voices (§§ 157 ff.). It would be 
advisable for the student to review this entire chapter, paying special attentíon to 
Ex. 87 which illustrates imitations in three voices, before proceeding to imitations in 
four voices. 

§ 192. As with the above examples, the examples in four voices that follow (Exs. 1 10 
and 1 1 1) introduce imitations not only at the beginning but also at all points during 
thecourse of examples. Most of the imitations (marked with brackets) are strict; therc 
are a few cases of inversión, diminution, and augmentation, and slight variants are 
also introduced. All of the examples are presented as modulations to regjons in 
major or minor. 

COMMENT ON IMITATIONS IN FOUR VOICES, EXS. 110 AND III a 

In 110a the figure for imitation is introduced in the tenor against two other con- 
trapuntal figures in the soprano and bass. The imitation in the alto overlaps the tenor 
figure in ms 1 . The imitation in ms. 3 of the tenor is irregular in so far as it begins on 
a strong rather than a weak beat. It wül be noticed that the/in the soprano in ms. 1 
(X) is unneutralized. However, as the/# only appears in the third measure and the/si 
ncutralized in ms. 2 of the tenor, this lapse may be overlooked. 3 The unusual 6/4- 
chord in the cadenee (ms. 5) can only be explained under our rules if we regard the¿ in 
the soprano (a fourth above the bass) as a suspensión that resolves indirectly onto the 
/# at the end of the measure. 

In 1 106 the unneutralized d of the tenor in ms. 2 (X) is neutrahzed by the bass m 
the same register, and then again in a higher register by the alto. As the ¿# does not 

1 Test and comment added by the editor except where noted. • 

• These examples were not included by Schoenberg in the original text, but were wntten for hu 

counterpoint classes. As they follow up the previous discussion of imitation in two or three voices so weü, 

it seems iustified including them here. 
■ Tbe comments in this paragraph up to here were written into the examples by Schoenberg. 
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appear until the end of the next measure this should allow sufficient time to take care 
of the cross relation. 1 

The imitative figure appears five times in 110c, which is given two endings— they 
are on the mediant and the dominant respectively. The d in ms. 3 of the soprano 
ought to have been neutralized befare the first ending in e minor, but there need be 
no such considerations with regard to the modulation to G major in the second end- 
ing. However, the late appearance of the cross-related d% at the very end of ms. 4 
improves the situation somewhat. 1 

The imitation in 1 10/* is considerably longer and more interesting than that in the 
preceding examples. In ms. 2 of the bass (at ®) the gt\ may seem surprising so soon 
after the gfl in the soprano. It must be remembered, however, that the g# refers to 
the tonic región, a minor, and is neutralized correctly, while thegt] is to be considered 
as part of the scale of e minor, the five-mínor región, which follows. 1 Two alterna- 
tives have been added for the second half of ms. 3 (0) in order to show how the 
broken chord in the bass may be avoided. 1 

The two examples in Ex. 111 carry out various forms of imitation in conjunction 
with modulation through intermediary regions. 1 1 la modulates by way of the sub- 
mediant región (sm, or a minor) to the región of the dominant (D, or G major), 
while 1 1 Ib interposes the mediant región (m, or e minor) between the tonic and 
dominant regions. 

These examples include imitation in inversión (inv.), augmentation, and diminution 
(dim), and also rhythmic variants (var.). 

In ms. 5 of 1 1 la the soprano has a dissonant fourth with the bass on the first beat 
(marked ®). To comply with explanations of dissonances given previously in this 
book, it should be explained as part of a cambiara (see the dotted lines). 

1 The comments in these sentences w«e written into the examples by Schoenberg. 
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Ex. 110 Modulations with Imitations 
a) to Dominant 







Minor 

e) to Subtonic «j 

a-G " 
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Ex. 110(cont) 

(/)to T-minor 

a-e 
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Ex. 111 Intermediary Reg-ions 
a) C-a-G 

_1 2^^ 
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SCHOENBERG'S PREFACES 



(Editora note— The foUowing prefaces were written by Schoenbcrg. They are presented here 
— exacüy as he wrote them— even though thcy are incomplete, because they state so veiy 
wdl his intentions regarding the nature of Preliminary Exercises in Counterpoint, as well as 
his basic philosophy with respect to the tcaching of counterpoint. The first preface was 
written in 1936; the second— wherein he is mainly concerned with critiemng the 'Palestnna 
style' as the basis for teaching counterpoint-^was written much later, probably just preced- 
ing the final formulation of this book. In addition, two other prefaces, partly repetitions of 
the foUowing, were begun; some of their statements have been incorporated into the text at 
appropriate places.) 



PREFACE I 
PREFACE FOR THE STUDENT 1 



Counterpoint is considerad mostly as a kind of science, as a kind of theory or aestheucs; 
accordinglv, one who studies it expeets to learn undisputed laws of the musical art. This 
interpretation would almost have been correct in former times. When contrapuntal art was 
the predominan! musical style of the higher kind, and teachers, theorists and aestheticians 
had done a meritorious work in elaborating not only exactly the laws which led one success- 
fully the right way, but also in establishing the pedagogical method to train a beginner m 
a reliable manner-at this time it might have seemed impossible to imagine that there could 
ever come about another time when these laws would not teU everything about musical art. 
But there did come a time when to all appearances quite other laws began to domínate the 

production of music. . . 

Already in the works of J. S. Bach many of the older laws and rules are denied. It is not 
only that he uses the church modes only exceptionally, preferring instead to wnte in modera 
major and minor, but, in addition, his treatment of what his predecessors considered 
dissonances is developed and becomes much freer. He uses seventh-chords and mnth-chords 
extends the idea of passing notes and changes many other restrictions by a new concept of 
melodic feeling. Later, in Brahms, for example, and especially in Wagner, this chauge went 
as far as possible and the face of music changed so totally that it seemed for a time ana- 
chronistic to study counterpoint at all. 

However by this attitude some bad things happened. Theories carne about that were based 

1 Undemeath this heading the author has written: 'foUows a Preface for the Teacher and a Preface for 
the Composer". Unfortunately it appears that neither one was ever wntten. 
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on the astonishing development of the theoríes of harmony, which, at their best tried to 
reconcile the contrapuntal style with the homophomc-harmonic style, with the result that 
both of them were spoiled. Depriving hannony of the consciousness of the basic degrees, on 
the one hand, these theoríes degraded counterpoint to a mere art of parí leading and of a 
polyphony added to a preconceived harmony, on the other hand. Consequenüy the real 
nature of the art of counterpoint was controverted. 

While counterpoint is the art of using a basic motive, phrase, combination, or idea of 
another sort— to compose music without the use of the later developed method of variation 
—the fulfillment of this problem is, of course, done by means of independent parts. But it is 
not the greater number of parts which makes a contrapuntal work greater music than one 
composed of a smaller number o f parts. Resides, and foremost, as many theorists of the older 
school state, hannony is achieved through the ¡ntelligent motion of independent parts which 
lend each other color and meaning by their vertical changes. According to that considera- 
ron harmony, embellished by moving parts but bound to degrees, could not, on the one 
hand, fulfill this task, while, on the other hand, the necessary development of harmony 
which is provoked by the basic problems of moving progressions, could never be broueht 
into accord with the demands of independent parts. 

On account of all this, the theory of counterpoint will here be treated in quite a different 
way. It will not be considered as a theory at all, but as a method of training, and the fore- 
most purpose of this method will be to teach the pupil so that he becomes able to use his 
knowledge later when he composes. 

Accordingly there will be developed here not only the ability of the student in voice 

leading, but also his introduction to very artistic and compositional principies, so that he 

will be led to recognize inhowfar these principies are the same as always in art Con- 

sequently there will be no room here for eternal laws. Knowing that the laws of counterpoint 

have been denied by the development of our art, there will only be given here advice in 

more or less stnct form which will be changed corresponding to a pedagogical point of view. 

Counterpoint is neither aesthetics ñor theory, but a more pedagogical way of training 

There can be no doubt that, after two centuries of development of homophonic forras and a 

very complex harmony, the musical thoughts of our time are not contrapuntal but melodic- 

homophonic-harmonic. There can be no doubt that we are expressing our musical feeling 

in a much more flexible and varying manner than what contrapuntal art asks. There can be 

no doubt that we will not restrict our knowledge of harmony almost to the zero point on 

account of the necessities of the contrapuntal method of developing a musical idea Con- 

sequently there will be no doubt that the rules and laws of this art will not appear un- 

changeable any more to our mind. But where we use them we will have to realize that we 

do so under a dirTerent concept: our laws, restrictions, defences, warnings, and even sugges- 

tions, will have the purpose to lead the pupil from the most simple forras, stepwise to the 

most complicated; and this will be the reason why, on the one hand, we will make them, 

but, on the other hand, we will reduce their strictness, likewise stepwise, as much until they 

correspond, if not to what the harmonic feeling of our time demands, at least to the harmonic 

feeling of, for instance, a Brahms and a Wagner. 1 

1 The ending of this Preface has the following note : 'the second purpose: to develop the ear of the pupil'. 
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To base the teaching of counterpoint on Palestrina is as stupid as to base the teaching of 
medicine on Aesculapius. Nothing could be more remote from contemporary ideas, structur- 
ally and ideologically, than the style of this composer. Besides, his contrapuntal technique 
is by no mcans superior to that of the Dutch composers and even does not demónstrate the 
more difficult problems and their solutions discovered only shortly after him. The assump- 
tion that a student who only once 'has felt the satisfaction deriving from perfection will never 
forget it', might not be entirely wrong. But, on the one hand, why should he try to write 
imperfect imitations of a style when he could feel the emanation of perfection from the 
works of the author better than his own scribbling? And, on the other hand, there is no 
greater perfection in music than in Bach! No Beethoven or Haydn, not even a Mozart who 
was closest to it, ever attained such perfection. But it seems that this perfection does not 
result in a style which a student can imítate. This perfection is one of Idea, of basic concep- 
tion, not one of elabora tion. This latter is only the natural consequence of the profundity 
of the idea, and this cannot be imitated, ñor can it be taught. 
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in succeeding volumes on counterpoint — see Editor's Foreword, p. xi.) 
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6. *Animated' subordínate voices, with or without motival features or imitations. 

7. Canonic forms (or sections): Scbubert canonic Minuets, Haydn, Gurre-Lieder closing 
choras. 

8. Fugatos in Eroica, Ninth Symphony, Hammerklavier Sonata, String Quartet Op. 59, 
No. 2, by Beethoven. 

9. Combination of two or three parts as in Beethoven Quartet Op. 59, No. 2, Brahms 
String Quartet in Bfr (3rd movement), Schoenberg First Quartet. 

10. Imitations — Mozart String Quartet in G, etc. 



I. 

(after including Contents of present volume) 
Outline 
Contrapuntal Composition 

Chórale Prelude 

Simple Fugues: 2 Voices 

Fugues: 3 Voices 

Double Counterpoint in 2 Voices, of the 8ve 

Double Counterpoint of the lOth 

Double Counterpoint of the 12th 

Combination of Double Counterpoint in 8, 10 and 12 

Fugues with 2 Subjects: 3 Voices 

Múltiple Counterpoint 

II. Counterpoint in Homophonic Musié- 
(after 1750) differs from Bachian Counterpoint 

1. Because of the acceptance of many 7th-chords as 'non'-dissonant; besides numerous 
7th-chords using substitute tones; besides all dim.7th-chords and augmented triads. 

2. Melodies used dissonant tones like consonances, e.g. 6th of I and even 7th — Lanner, 
J. Strauss, Schubert, Delibes, Sullivan, Schumann First Quartet. 

3. In contrast to contrapuntal themes, which are not based on chords (difñcult to har- 
monize; Bach Fugues in C major and c minor, and all others), homophonic melodies 
are based on chord progressions which move Iess fast than the melody. 

4. Combination of superimposed Themes (or phrases, or motives) in homophony does not 
serve in the same manner as double counterpoint in 8, 10, 12, etc. See end of Meister- 
singer Vorspiel, or Durchfíihrung of Schoenberg First String Quartet, or Scherzo and 
Trio of Schoenberg Second Quartet. 

5. 'Independent' motion of accompanying voices often do not contain thematic material. 

1 Derived from another source. 
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Original usage 
whole note 
half note 
quarter note 
eighth note 
tone 
tonality 
substitute tones 

mixed notes 
degree (as V or Vil) 



measure (ms.) 

prime 

cross relation 

voice leading (or part leading) 

open parallels (8s or 5s) 

hidden parallels 

intermittent parallels 

authentic cadenee 

deceptive cadenee (or progression) 

- (dim.) 

+ (aug.) 

6-chord 



E^uivalent English usage 

semibreve 

minim 

crotchet 

quaver 

note 

key 

altered, 'raised' 6th and 7th notes of 

minor 
mixed note valúes 

(i) chord built on a degree of a scale 
(ii) step in a scale when related to 
another step in that scale 

bar 

unisón 

false relation 

part writing 

consecutive octaves or fifths 

hidden octaves or fifths 

non-consecutive octaves or fifths 

perfect cadenee 

interrupted cadenee 

diminished (interval) 

augmented (interval) 

6/3 chord 



(References are to page aumbers) 






Accent, 22, 32, 35, 46; see also Strong beat 

Added intervals, 93/, 132, 134 

Added notes and tones, 1, 12, 139, 186 

Added voices (see also Voices, 'Table of Contents'): 

in two- voice counterpoint, 11, 13, 14, 47, 85 

in three- voice counterpoint, 120, 122, 123, 131#, 
141 

in four -voice counterpoint, 172, 199, 202# 
Advice and directions, see 'Table of Contents' 
Augmentation: 

in eanons, 166/ 

in imitation, 155^, 161#, 217/ 
Augmented intervals, 6, 61/, 95 
Augmented triads, 94#, 118, 148, 179 

Bach, J. S., Musical Offering, 163 

Beethoven, 16 

Beginnings, 12, 25, 26, 75/, 93, 102, 148 

Brahms, 166, 167 

Broken Chords,. 8, 14, 25, 102, 179, 194, 199, 218 

Cadenees, 61, 81n, 83#, 98, 101, 107, 147, 148, 213; 
see also Endings, Minor, ' Table of Contents ' ; 

authentic (perfect), 73, 171 

deceptive (interrupted), see Deceptive progressions 

enriched, 154 

with imitation, 160/ 

plagal, 73a, 171 

to regions, see Modulation 

six-four chord in, 204, 217 
Cambiata (Nota Cambíala) : 

m two voices, 33/ 35#, 54, 65, 75, 77, 88 

in three voices, 110, 122, 124, 127, 142, 145 

in four voices, 186/ 203, 204, 218 
Canons, 163, 166/; 

in two and three voices, 166# 

in augmentation and diminution, 166 

perpetual, 166 

at various intervals, 166 
Cantus firmas (CF) (see also 'Table of Contents'); 

with added intervals, tones and voices, 1 , 1 3, 1 4, 1 6 

cambiata added to, 33, 41 

in endings, 24, 35, 48, 65 (minor) 

givenCFs, 13,21 

passing notes and, 25, 27 

suspensions and, 47, 50 

transposed, 13 

voices with: 
in two- voice counterpoint, 6, 12 
in three- voice counterpoint, 97, 101 
in four- voice counterpoint, 172, 186 



Chords (see also Triads) : 

sixth, 93, 94, 98, 101, 117, 118, 171, 172 

Six-four, 93, 95, 107, 186, 204, 213 

(six)-four-three, 122, 195 

(sixMour-two, 120, 213 

síx-five, 107, 122, 128, 179, 194, 199, 212 

seventh, 120/ 195, 212 

suspended, 120J7", 122 
Chromatic, chromaticism, 6, 62 
Clefs, 3/1-5/í. 5, 131 

Comment on examples, see 'Table of Contents' 
Compass, 8, 133, 187,203 

Compositional application, see 'Table of Contents' 
Consecutive (successive) chords, intervals, 37, 65, 
123, 124, 186, 204, 213; see also Intervals, 
Parallel motíon 
Consonances (consonant intervals) : 

in two voices, Iff, 22, 23, 23n, 32#, A6ff, 54/ 

in three voices, 9W, 101, 106, lié, 117, 132 
Contrary motion, 10, 16, 26, 65, 77, 106, 187 
Conventionalized formulas, see Cambiata, Inter- 
rupted resolution, Passing note, Suspensión. 
'Table of Contents' 
Crossing of voices, 1 1/ 48, 66, 166, 179, 203, 204 
Cross relation (false relation), 63, 83, 87, 141, 142, 
148, 179, 203, 218 

Deceptive progressions (deceptive or interrupted 

cadenees), 88, 145, 213 
Degrees (of the scale), 12, 172 
Diatonic intervals, sequences, 6, 12, 38; see als« 

Scales 
Diminished intervals, 2, 6, 34, 61/ 
Diminished triads, 94#, 102, 106, 178 
Diminution: 
in canons, 166/ 
in imitation, 155.0", \61ff, 211f 
Direction (change of), 7, 9, 14 
Dissonances (dissonant intervals) (see also Cambiata, 
Interrupted resolution, Passing note, Sus- 
pensión); 
in two voices, \ff, 7, 22, llff, 23n, 32, 33jf, 37, 47#, 

65,75/ 
in three voices, 93^, 101, 106, 110, 112, 120, 123/ 

132/ 
in four voices, 186/ 203/ 213 
Dominant: 
in cadenees (endings), 12, 73, 172, 175, 213 
in imitation, 162 
región, 73, 81jf, 87, 148, 151, 218 
seventh, 120 
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Dorian: 

mode, 59/ 

región, 82, 83, 88, 144, 148 
Doubling, 93, 171, 186 

Eighth notes, see Note valúes 

Endings (see also Cadenees): 
in two voices, 11, 12/, 14, 24, 26, 35, 37, 48, 61, 65 
in three voices, 93, 102, 106, 110, 118, 124, 131, 

151, 154 
in four voices, 172, 179, 186, 187, 199, 203, 218 

Examples, see 'Table of Contente' 

Fifth (fifths): 

added to CF, 1, 14, 25, 94 

augmented, 95 

canon at, 162 

diminished, 2, 34, 94 

hidden, 7, 10,96, 171, 178 

imitation at, 157 

intermittent, 16, 34, 47, 49, 56, 102, 112, 116, 117, 
118 

parallel (consecutive), 10, 37, 96, 124, 142, 178 
Five-mínor (región), 82/ 88, 141/ 148, 216 
Fourth (interval), 2; see also Intervals, Tritone 
Four voices, simple counterpoinl in, 171jf; see also 

'Table of Contents' 
Fugue, 158 
Fux, J. J., xii, 33/i, 35, 65 

Given voice, 13, 85/ 137, 145; see also Cantus 
firmus 

Half notes, see Note valúes; see also Second Species 

in 'Table of Contents' 
Harmony (harmonies, harmonic), 11, 120, 141, 155; 

cadential, 148 

changeof, 118, 123, 133, 147, 160, 212 

doubling (third), 171 

incomplete, 98, 178 

limited, 172, 187 

rich, 132, 151 
Hidden (parallels), see Fifths, Octaves, Parallel 

motion 
Homophonic music, 155 

Imitation, 155#, 160#, 21 Iff 
Independence: 

of harmonies, 1 1 

of motion, 9ff 

of rhythm, 11 

of voices, 9#, 131, 139,212 
Intermediary regions: 

in three voices, 147/f 

in four voices, 212^", 218 
Intermittent (afterbeating, non-consecutive) parallels, 
see Fifths, Octaves, Parallel motion, Primes 
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Interrupted resolutbn: 

in two voices, 54jf, 75, 84, 89 

in three voices, 121, 122, 127, 133, 137 

in four voices, 204 
Intervals (harmonic) (see also Added intervals, 
Leaps (melodic), Minor, the various intervals) 

at beginning and ending (cadenee), 11, 12, 14, 24, 
48/ 

in cambiatas, 33/ 

consonant and dissonant, \ff, 16, 32 

in interrupted resolutions, 55/ 

missing intervals in triads, 101 

with passing notes, 23/ 

in suspensions, 47/ 
Inversión (contrary motion): 

in canons, 167 

in imitation, 156, 158, 161, 163, 217/ 
Inversions of seventh chords, \20ff 

Key, l\ff; see also Tonality 

Leading tone, 12, 24, 48, 60, 87, 88, 179; 

in minor, 6\ff, 102 
Leaps (melodic): 

diminished and augmented, 6 

dissonant, 7 

in interrupted resolutions, 55 

in melody, 9, 14, 26, 37 

movement after, 7, 16, 178 

octave, 8, 26, 128, 142, 179, 203 

sixth,7/ 145, 179 

during suspensión, 76/ 

tritone, 6, 18,55, 187 

Major (tonality): 

cadenees, 71jf, 212/ 

the five species in, Iff, 91 ff, \l\ff 

modulations and regions, 81jf, \4\ff, 217/ 
Mediant (región), 81#, 87, 141/ 145, 148, 151, 210, 

215/ 219 
Melody (melodies, melodic) (see also Leaps, Move- 
ment): 

with CF, 16 

in endings, 14 

leading to tonic, 73/ 

melodic progressions, 74/ 

in minor, (Aff 

in modulation, 83 

in various keys, 71/ 

in voice leading, 6ff 
Meter (see also Accent, Note valúes): 

duple (4/4 and 2/2), 22, 32# 

triple (3/4, 6/4, and 3/2), 22, 35/ 37/ 

metrical position of consonances and dissonances, 
23, 32 
Minor (tonality), 59jf; see also Neutralizaron, Sub- 
stitute tones; 

cadenees in, 77/ 133, 212 



, 






modulations in, S2ff, \4\ff, 217 
the species in: 
two voices, 66jf 

three voices, 98, 102, 110, 118, 127 
four voices, 172, 194, 195, 199 
Mixed notes (fifth species): 
in two voices, 53jf 
in three voices, 127^" 
in four voices, 199./F 
in minor, 68, 70 
added voices in, 116, 122 
interrupted resolutions in, 121 
modulation in, 85/ 141 
Modes (church modes), 59#, 59n, 167 
Modulation (see also Regions): 
in two voices, 81^" 
in three voices, Híff 
in four voices, 202_#; 212jf, 217/ 
Monotonality, 81» 
Monotony, 8, 16, 18, 25, 56, 75, 78, 98, 133, 141, 

172, 187 
Motifs, 155 
Motion, see Contrary motion, Oblique motion, 

Parallel motion 
Movement (melodic), 7, 9, 14, 1 19, 127, 132; see also 
Leaps, Melody 

Natural tones (minor), 61#; see also Neutralizaron 
Neutralizaron: 
in minor: 
two voices, 6\ff, 77/ 

three voices, 98, 102, 110/ 118, 124, 127, 133/ 
four voices, 172, 179, 187, 194, 195 
in modulation: 
two voices, &3ff 
three voices, 141#, 148, 154 
four voices, 213, 217/ 
Ninth (interval), 2, 47, 77 
Nota Cambiata, see Cambiata 
Note valúes (see also the various species in 'Table of 
Contente 1 ): 
whole notes, 22 

half notes, 32, 101, 102, 106, 178, 179 
quarter notes, 32/ 142, 186 
eighth notes, 54, 88, 148, 203 
syncopatíons, 46, 194 
rhythmic variante, 53/ 116, 119^ 127, 128, 160, 

199 
in cadenees, 131/ 139 

Oblique motion, 1 1 
Octave (octaves) : 

added to CF, 1, 3, 14, 34 

at beginning and ending, 11, 12, 25 

canon at, 166, 167 

hidden, 7, 49, 96 

imitation at, 156, 160 

intermittent, 16, 35, 37, 47, 56, 65, 116jf 



intervals added to, 93, 132 
parallel (consecutive), 10, 96 
with suspensions, 47, 77 

Palestrina (style), 141 

Parallel motion, iff, 77, 1 06 ; see also Fifths, Octaves, 
Primes; 
hidden parallels, 10, 49, 96jf, 171, 178 
intermittent parallels, 16, 34, 35, 37, 47, 49, 56, 

65,102,112 
parallel sixths and thirds, 98, 137 
parallel sixth chords, 172 
Passing note (passing notes) (see also 'Table of 
Contente'): 
in chords (dissonant), 95, 107 
passing seventh, 212 
simultaneous, 106, 213 
in the species: 
two voices, 23 ff, 32jf, 38 
three voices, 101^ 110, 121/ 127/ 142 
four voices, 178, 186 
on the strong beat, 34/ 199 
successive, 128, 204 

with syncopations (suspensions), 46, 48, 49, 142 
in triple meters, 35/ 38 
Penultimatemeasure, 26, 35, 37, 101/ 107, 110, 118 

171 
Penultimate tone, 12, 14, 24, 48, 65 
Prime (primes): 
added to CF, 1, 14 
at beginning and ending, 11, 12, 25 
canon at, 166 
imitation at, 156 
intermittent, 16, 49 
intervals added to, 93 

Quarter notes, see Note valúes; see also Third 
Species in 'Table of Contents' 

Range, 195, 199; see abo Compass 

Regions, 81jf, U\ff, 212jf; see also Modulation; 

closest relatives (chart), 82 

intermediary, 141 ff, 212jf 

modulations to various, 83jT, 145#, 203, 212/7", 217/ 

relationship of, Slff 
Register, 14, 134, 141, 148, 203, 217 
Related (relative) keys, regions: 

modulations to related regions, 83# 

related regions of major and minor, 82 

relative major and minor, 84/ 
Repetition (see also Scquence): 

in homophonic music, 155 

and monotony, 16, 18, 172 

of tones, 8, 14, 75, 98, 1 1 1, 134, 179, 199 
Resolution, see Interrupted resolution, Suspensión 
Restrictions, see Rules 
Rhythm (rhythms, rhythmic): 

combined, 54 
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Rhythm (coni.) 

independence, 11, 131, 186 

in mixed notes (fifth species), 53/ 

repeated, 142 

variation, 139 
Rules: 

of counterpoint (strict), 6n 

for íirst species, \ff 

for neutralization, 141 

restrictions, 14 

for treatment of added voices, 131/ 

violations of, 36, 97n 

Scales: 

diatonic, 12, 60/ 

minor, 61.0" 

modal, 59/ 

in modulation, 71, 73, 83/ 141 
Schoenberg, A.: 

Fundamentáis of Musical Composilion, xiv 

Harmonielehre (Theory of Harmony), x\ff, 23n, 59n 

Models for Beginners in Composilion, x\ff 

Structural Functions of Harmony, r.\\\fj, 38n, 81re, 
82/1 

Slyle and Idea, xivf 
Sechter, S., 59n 
Second (interval), 2, 47 

augmented, 61 
Sequence (sequences), 8, 25, 38, 56, 178; 

types of, 38 
Seventh (see also Leading tone); 

chord, 120,0", 212 

interval, 2, 47 

tone (minor scale), 61,0" 
Simultaneous dissonances, 106 
Simultaneous movement, 132 
Sixth: 

chord, see Chords 

interval, 2, 94 

tone (minor), 6\ff 
Species, see 'Table of Contents' 
Stepwise movement, 7, 9 
Strong beat (see also Accent): 

in mixed notes (fifth species), 53/ 

and passing notes, 34/ 38, 101, 199 

in relation to consonances and dissonances, 22 

in syncopation, 46/ 1 16 
Subdominant: 

in cadenees, 73, 213 

región, 81/ 83, 87/ 141, 148, 151, 218 
Submediant (región), 81.0", 141#, 148.0", 203, 214, 

220 
Substitute tones: 

in cadenees, 1 54 

in canons, 166 

in imitation, 155, 159 

in minor (sixth and seventh tones), 6\ff, 73, 133 

in modulation, 84, 141 
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Subtonic (región), 82,0", &2it, 141,0", 216 

Successive chords, intervals, see Consecutive chords, 

intervals 
Supertonic seventh chord, 120/ 
Suspensión (suspensions) (see also Interrupted 
resolution, Fourth Species in 'Table of 
Contents'): 

in two voices, 470", 54,0", 74.0" 

in three voices, 95#, 102, 116.0", 120.0", 127/ 132, 
137, 139, 160 

in four voices, 194, 203/ 212, 217 
Syncopation (syncopations): 

in fourth species, 46.0", 1 16.0", 194/ 

in fifth species, 53/ 127, 199 

in added voices, 179, 186 

in cadenees, 74, 131, 137 

Tendency of the smallest notes, 54, 56, 74, 139 
Third (thirds) (interval): 

added to CF or another voice, 2, 14, 16, 94, 134 

at begínníng and ending, 12, 14, 25, 35 

in cambiatas, 33/ 

canon at, 169 

imitation at, 156, 159, 161 

in interrupted resolutions, 55 

parallel, 10, 106, 137 

and passing notes, 23 

in suspensions, 47.0; 77 

in triads, 73 
Three voices, simple counterpoint in, 93.0"; see 

'Table of Contents' 
Tonality: 

in cadenees, 71.0", 131.0" 

characteristics of 71.0" 

establishment 'of, 12, 81, 147 

expression of, 9, 11, 71 

extended, 81n 

minor, 590" 

and the modes, 59/i 

in modulation (regions), 81.0", 147, 151 

monotonality, 8ln 
Tonic: 

at beginning, 12 

in cadenees, 12, 98, 120, 160, 171, 172 

in imitation, 158/ 

melodic progressions to, 73/ 

in modulation, 83 

región of, 147, 204 
Transposition, 13, 131, 133, 155 
Triad (triads): 

augmented, 95/ 118, 148, 179 

consonant, 94 

diminished, 94#, 102, 106, 178 

full (complete), 93, 101, 117, 123, 171, 179 

incomplete, 194/ 
Triple meter, see Meter 
Tritone, 6, 18, 55, 187 
Tuming points (of minor), 61/ 78 



Two voices, simple counterpoint in, 1.0"; see 'Table 
cf Contente' 

Unaccented beat, see Weak beat 

Variante of the species, 110, 119, 127, 199 
Violations, see Rules 

Voice leading (part leading, part writing), 1, 6ff, 93, 
97b, 98, 101, 102, 117, 141, 148, 11 1 ; see also 
Melody, Movement 
Voices (see also Added voices, Voice leading): 

added to CF, 13 

at beginning, 25 

in cadern s (endings), 12, 24, 75, 118 

and clefs, 3# 



combinations of, 6, 13, 97 
in imitation, 155, 160 
movement of, 73, 75 
in suspensions, 47, 117, 120 
writing for, 4n, 171 

Weak beat: 

in cambiatas, 33/ 203 

in mixed notes (fifth species), 53/ 

and passing notes, 23.0; 34/ 101 

in relation to consonances and dissonances, 22 

in syncopation (suspensions), 46.0", 54.0", 116, 121, 
122 

in various meters, 22, 35/ 
Whole notes, see Note valúes, 'Table of Contente' 



